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Introduction 


IT is not my object here to write a history of the dance, or to 
present any fresh material, but to give a sketch with a com- 
mentary and an interpretation. Each period has already been 
admirably dealt with by the many experts on the subject, to 
whom I am very much indcbted, moreover a history by its 
very complexity of detail would lose sight of my sole intention 
which has been to write a narrative of the continuity of tra- 
dition, to show how and in what way the companies and the 
dancers that we applaud to-day have arisen out of the past, 
to show both the intention and the chance that has made them 
as they are. 

A whole generation of balletomanes has grown up that started 
its enthusiasm with the grand manner of that fine dancer 
Danilova and the charming grace of Baronova, Toumanova 
and Riabouchinska. It must surely interest the enthusiast to 
know how his favourites have arisen, to trace stage by stage 
their artistic pedigrees. Ballet is essentially an art of tradition 
and we can better understand the performance of to-day by 
knowing what has gone before to make to-day’s performance. 
Morcover, the tradition is strong, easily traced, continuous 
and unbroken by change of time or scene and its study, as 
the performances of yesterday waken into life, is infinitely 
fascinating. 

For that reason I have tried wherever possible to rely on 
contemporary accounts, to make no statement for which I did 
not find some confirmation, but in a short study it is impossible 
not to be dogmatic at times. 


I have also tried, difficult task for a confirmed and notorious 
] B 
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enthusiast, to keep myself as far out of the book as possible 
and I have not been concerned with criticism or the artistic 
merits of companies or individuals save where this fits into 
my scheme as influencing tradition. There are many great 
performers of the past, who enjoyed success in their day, 
whose names I have been forced to omit, because their 
influence did not seem to me great or direct enough for so 
simple a study. 

In writing of the present I have also tried to be objective 
and to view it as a part of history, to put myself in the attitude 
of somcone writing in the future. 

This is a framework of the journey of ballet from the court 
of Louis XIV to the stage at Covent Garden during a Russian 
Ballet season, or the stage of our national treasure, Sadler’s 
Wells. Into this account every reader should be able to fit his 
own very personal experiences, to admire his favoured 
ballerina the more because he knows Camargo. 


ARNOLD L. HASKELL 


LONDON 1938 
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PART ONE 


The Birth and Progress of Ballet 


“Tl n’ya rien de si nécessaire aux hommes que la 
danse.”’ 
Act I. Le Bourgeois Gentilhomme. Moliére 


“Sur les dix heures du soir, le silence ayant este 
imposé, on ouit aussitost derriére le Chasteau unc 
note de hautsboys, Comets, Sacquebouttes, ct 
autres doux instrumens de musique.” 

Ballet Comique de la Reyne, Overture 


(i) The Ballet is in Town 


THE Ballet has come to town, London, Paris, New York, 
Sydney, but not with the traditional parade and the flourish 
of trumpets of that other great art of ancient tradition, the 
circus. Men, women, boys and girls clamber out of the train, 
are greeted by groups of friends and fervents and scatter 
through the town in search of lodgings. If it is London, their 
longest halting place, the hunt will be difficult, the lodgings 
bad. Later they will turn up at the theatre, scan the board for 
notice of rehearsal and, if by chance they are free, hasten to 
the nearest cinema. 

But already the gallery queue is forming, real devotees of 
the art who brave every discomfort so keen is their enjoyment. 
Among them are a few cranks and busybodies, terror of all 
stage-doorkeepers, unhinged by what they see, quarrelsome 
and possessive where their favourites are concerned, elated by 
a smile, furious if they are ignored. 
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The bills are up. TO-NIGHT at 8.45—LES SYLPHIDES— 
AURORA’S WEDDING—LA BOUTIQUE FANTASQUE 
—or perhaps there is the name of some new venture awaiting 
public approval and that approval is vital, for unlike a play 
every ballet aims at a permanent place in the repertoire. 

Ballet Parade front and back of the House, and how many 
realise, front or back, that this has been going on for centuries, 
in different countries under different civilisations with sur- 
prisingly little change in atmosphere. Ballet, last stronghold of 
theatrical illusion, has been a means of escape the world over. 


(ii) “Many before me have writ books on dancing” 


‘Many before me have writ books on dancing,” wrote the 
poet Lucian.* He is having a heated argument with one Crato 
who has upbraided him for his too frequent visits to the ballet, 
saying that he can see no pleasure in “gazing at an effeminate 
fellow, with lascivious postures and ridiculous grimaces . . . 
and this to the noise of a foolish harp, all which with their 
frequent rehearsals and continued din of stamping and jump- 
ing, are truly ridiculous and unbecoming a man of your parts 
and education. You give me no hopes of your conversion, as 
long as you are disposed to commend such vile and cursed 
filthy exercises.” 

Lucian is indignant at this attack on a favourite pleasure and 
proceeds to annihilate Crato in an argument that is as modern 
as are Crato’s objections. He starts by telling him of the 
antiquity of the art. 

". . . for it was neither invented yesterday nor t’other day 
but deriv’d from our ancestors of a great distance: and they 
that have given the best reason when it began do affirm that 
it had its rise with the universal creation of all things, and 


* Dryden's translation. 
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equal even with Love, one of the ancientests of the Gods. For 
the frequent conjunctions of the fixt stars with the Planets, 
their close communion and constant harmony, are indisputable 
indications of this divine and ancient art.” 

He rebukes Crato for the mistake of condemning the art for 
the ignorance of the artist, for those dancers to whom “music 
means one thing and the feet follows another’. Also “too 
much affectation is as great a vice in dancing as in eloquence’. 
All of which might have been written and has been written 
many times over by the contemporary critic. 

Dancing is “an art of various yet harmonious measure and 
which required much skill and experience. . . . This art is not 
casie, but which has a great Affinity with almost all sorts of 
Learning; as not only Musick but Arithmetic, Geometry and 
your Philosophy, Physics and Ethics, but the superfluous 
Ergos of Logick I must confess it has not much need of 
. . . but above all else he (the dancer) has need of a good 
memory . 

He gocs on then to talk of the universality of the art in time 
and space. 

“Also ’t was likely that the Phoenicians delighted very much 
in Dancing, being a People that abounded in Delicacy, and 
lived in all sorts of luxury, in Thessaly, also, this exercise was 
in great esteem; for the inhabitants borrowed the name of 
their magistrates from it* and called them Those that lead the 
dance.” 

‘No sacred thing,” he goes on to say, “was transacted in 
Delos without Dancing and Musick.” 

‘Homer reckons it amongst the most agreeable pleasures in 
nature, as Sleep, Love and Musick and gives it the title of 
Unblameable. . . .” 


* To-day in savage New Guinea a synonym for a wise intelligent man 1s 
a great dancer. 
Cc 
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‘For these Swift Motions, nimble turnes, airy capers, brisk 
whirlings, supple somersets and such like rejoice those that see 
them and exercise those that do them.”’ 

By now Crato can hold out no longer, he is both ashamed 
and convinced and humbly begs Lucian not to keep those 
pleasures for himself, but to take him to share in “this sweet 
poison’ on the very next occasion. 


The gallery queue moves on, talking and arguing about the 
merits of this and that dancer through the strident rasping 
noise of a wheezy gramophone, property of an optimistic 
beggar. Occasionally it surges forward to see a favourite enter 
the stage-door, to seize her hand or beg a photograph. They 
have always been connoisseurs in the ““Gods’’, jealous guardians 
of ballet tradition. Ballet as this advancing queue know it is 
but a part, a very small and recent development of dancing, 
a fact that is by no means as obvious as it should be to most 
young ballet dancers and most young balletomanes. 


(iii) Excursion through time 


It is idle for the layman to be dogmatic where the anthro- 
pologist can only speculate, but dancing may well have existed 
before developed speech and most certainly before complex 
music, the first of all rhythmic sounds being the stamping of 
hardened naked feet and the clapping of hands. I only hint at 
this far distant picture to make the position of ballet in the 
scheme of things clearer. Dancing is primitive, part of the very 
instinct of animals, the lyrebird dances deliberately to attract 
his mate, the brolga (native companion) holds his corroborees, 
word borrowed from great dancers, the most primitive of all 
savages, the Australian aboriginal. Every nation in every 
degree of civilisation has expressed itself in dancing and the 
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dance is more significant than speech or the printed word, for 
while man’s writings can lie his movements cannot. The 
psychiatrist studies movement more than speech. 

Movement fully as complex in design as contemporary 
ballet has long been part of the beautiful and symbolical 
ceremonial of the Christian church both Eastern and Western. 
Its esoteric significance may escape even the antiquary, the 
occultist alone without fear of contradiction is bold enough to 
claim to unveil it, but mysticism as well as animal instinct 
finds expression in the dance. 

Dancing may have its origin as a spontaneous expression of 
sentiment, hate, blood lust, the joy of the hunt, hunger, love, 
but rapidly it becomes formalised and the ritual of the church 
and even the dances of savage tribes for set occasions are more 
traditional and unvarying than the movements of ballet, the 
modern dance form. Java, Bali, India, Spain, all have their 
special highly formalised development of the dance. 

Ballet itself is but one of these, a branch that has for its object 
theatrical entertainment. It is applied dancing, dancing applied 
to the theatre, a system with rules as set as musical notation. 
‘Ballet is an art because it has rules,”’ said Voltaire, a staunch 
balletomane. It may be considered a highly artificial form of 
dancing, and, of course, it is, for the whole theatre is artificial, 
a convention, but no more so than the majority of forms of 
dancing that have their origin in religious ceremonial, and it 
allows a far greater freedom of expression and individuality 
than any of these. The box-office is not the most jealous of 
all gods. 

In order to understand ballet it is first of all essential to see 
it as part of a whole scheme. 

Dance improvisation with no technical basis may be 
temporarily interesting in itself so long as the performer is 
interesting as a personality, but it cannot survive through 
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being handed on and cannot interest us here since it has no 
rules as an art to be studied. 

We start with the facts that ballet is one of the many 
systems that have sprung up from the natural desire to be 
articulate in movement, that it is artificial, a part of the theatre, 
that it has a fixed technical basis, that it is complex, composed 
of the ordered movements of a whole group, that it is not an 
independent art, but made up of dancing, music and the plastic 
arts. 

Its history which I will outline roughly and briefly will give 
us a greater understanding of its nature, and its history is very 
closely associated with the social history of its times from the 
period that dancing for stage and dancing for pleasure became 
sharply differentiated, the second remaining on the village 
green and lingering on at the court of Kings, the first becoming 
the definite profession and the branch of art in which we are 
interested to-day. 

A true history of dancing as distinct from ballet would be 
one aspect of world history, social and ethical, a book in very 
many volumes that some anthropologist should tackle. In 
that book ballet itself would occupy but a very small space. 

Ballet comes from the court of pleasure-loving Kings via 
the village green of pleasurc-loving yokels on to the stage of 
hard-working professionals. The story begins with natural 
high spirits, proceeds through vanity, the identification of the 
monarch and his courtiers with the deities and heroes of 
mythology and ends up in virtuosity that the amateur could 
no longer attempt. When the spontancity fades the art begins 
and a semblance of that spontaneity becomes an indispensable 
part of the artist’s equipment. In other countries and at other 
times this selfsame cycle has been traversed. Danced and mimed 
entertainment comes from Greece, where it was highly de- 
veloped, to Rome. In ancient Rome the people dance, the 
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Emperor himself dances and there are professionals so efficient 
that a Barbarian prince allied to Rome asks for the loan of 
one that by his mimicry he can act as ambassador and make 
the barbarian tribes understand the universal meaning of his 
gestures. 

The story of our particular art starts at the court in France. 
Classical dancing differs as we shall see from the national 
dancing out of which it was born through the fact of its being 
able to be transplanted from country to country, gaining 
something from every change of scene. Folk dancing is the 
petit vin du pays, ballet the grand crii. We shall see how it 
came to be transplanted, often by purely extraneous hap- 
penings and how it is being transplanted before our eyes to- 
day, as we wait in the queue to enter the theatre in Rosebery 
Avenue, its English home to-day.* If I do not on every occa- 
sion point the parallel between past and present or underline 
the continuity of tradition, it is because that is evident. 
Through the years a form of the dance, diversion of Emperors 
and Kings travels from Greece and Rome of the ancients to 
Italy and from there to the French court to become ballet as 
we know it. 


(iv) Ballet at Court 
In the sixteenth century under the influence of Italy} ballet 


was a commonplace in court circles, closely linked with every 


* That fact would be more rapidly realised if people understood how near 
the West End was Sadler’s Wells, five minutes further than Covent Garden, 
a twopenny bus ride from Piccadilly—i1g9 or 38 bus stopping at the door. 
This may seem a step from the sublime to the ridiculous, but it is more 
ridiculous not to know the way to Sadler’s Wells.—A. L. H. 


t “Tl en est l'inventeur, nous suivons ses lesons 
Comme ses vestamens, ses moeurs et ses facons 
Tant l’ardeur des Francois aime la chose estrange.”’ 
Ronsard. 
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festive occasion, betrothals, weddings, victories, the reception 
of foreign ambassadors. Nobles vied with one another to 
produce spectacles of lavish brilliance, spending a fortune on 
the evening’s entertainment, as jealous of their success as the 
impresarios of our day. The subjects chosen* were from those 
mentioned by Lucian in his dialogue—a direct link with the 
earliest period of the art—or often from actual political hap- 
penings, where an allegory would thinly disguise a lesson in 
statecraft. Both Richelieu and Mazarin made use of the ballet 
for political purposes and the last ballet of Louis XIII, 1641, 
Ballet de la Prospérité des Armes de La France was prefaced by a 
special decree from Mazarin explaining its cxact political 
significance. 

The dancers in these ballets included the biggest names in 
France; Kings, courtiers, generals, ambassadors. 

The true importer of ballet into France was Catherine de 
Medici,t who was pleased to keep her royal sons occupied 
while she ruled, and the first memorable work Le Ballet 
Comique de la Reyne, 1581, composed by Baltasarini, an Italian 
known in France as de Baltasar de Beaujoyeux and produced 
on the occasion of the betrothal of Marguerite de Loraine to 
the Duc de Joyeuse. A full account of this ballet exists in 
a contemporary work, the first ballet to be recorded in 
detail. 

The very title ballet comique, to us a commonplace, marks a 
very great invention, the alliance of ballet and comedy, the 
first conception of dance drama. Formerly ballet had been 


* It is interesting in view of the success of Checkmate, the chess ballet at 
Sadler’s Wells, 1937, to note that in 1607 a game of chess was actually played 
as a ballet.—A. L. H. 

+ Catherine de Medici (wife of Henri II), 1528-1589. Francis II, 1559-1560. 
Charles IX, 1560-1574. Henri IIT, 1574-1589. Henri IV, 1589-1610. Marie de 
Medici’s regency, 1610-1628. Louis XIII, 1628-1661. Louis XIV, 1661-1715. 


Louis XV, 1715-1774. 
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defined as des meslanges géometriques de plusieurs personnes 
dansant ensemble sous une diverse harmonie de plusieurs instruments. 

This ballet tells the story of Circe and is called a comedy 
“more because of the beautiful, calm and happy ending than 
on account of the characters who are nearly all gods and 
goddesses or other heroic beings”. The choreographer 1s 
pleased with his invention and goes on to say—'I can say that 
I have united in a well proportioned body, the eye, the ear 
and the understanding.” The court poets understood the im- 
portance of this first dramatic ballet. 


““Beaujoyex, qui premier des cendres de la Gréce, 
Fais retourner au jour le dessein et |’adresse 
du Balet compass¢ en son tour mesuré. .. . 


39> 


writes Billard, and another poet says: 


“Tu as, 4 la fagon des Perses 
Ce Balet nouveau inventé.”’ 


The work was a collaboration of the finest talent available 
under the supervision of the chorcographer, and a fortune was 
spent on it to show how sumptuously France could do such 
things. From the reign of Henri III until the founding of the 
Académie the Ballet de la Cour in France took the place of 
the Opera in Italy and the Mask in England. 

Francis II, Charles IX and Henri III were all dancers and 
Henri IV had his son Louis XIII taught dancing from a very 
tender age. Bassompieére, the great marshal, enemy of Richelieu, 
was such an enthusiastic dancer that he even worded a battle 
dispatch in terms of the dance. “The dancers are ready; we 
must now begin the ballet.” 

Under Louis XIV, le roy soleil, ballet spectacles became still 
more lavish and his majesty and power were a favourite theme 
for sycophant courtier choreographers. Ménestrier mounted a 
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ballet in which the thirteen Louis paid homage to the glorious 
fourteenth. Where in the previous reign ballet had a tendency 
to be bawdy and Louis XIII himself specialising in low comedy 
roles, appeared more than once with great success as an old 
woman, Louis XIV loved the lavish and the heroic. Louis 
enjoyed the collaboration of Lully, the foremost dancer and 
musician of his day, of Beauchamp and of Moliére himself, 
who devised themes and supervised production. From that 
collaboration ballet became truly indigenous in France, striking 
deep roots from the Italian seed. 

The King’s growing corpulence decided him at the age of 
thirty to abandon the dance and gradually at Beauchamp’s 
insistence professional dancers were allowed to take part. 
Hitherto professional dancers were in fact tumblers and acro- 
bats who travelled from fair to fair, but they soon acquired 
the style of the court ballet and enlarged its scope by their 
suppleness and whole-time devotion to the work. At this time 
dancing was almost exclusively a masculine pastime, many 
feminine roles even being assumed by men. It was only twenty 
years after the foundation of the Academy that women began 
to play a role, appropriately enough in Lully’s Le Triomphe 
de l’ Amour in which Mlle de Poitiers and Madame de Sévigné 
appeared. The long skirts of the women prevented any attempt 
at complexity of step and the choreography consisted of a 
series of geometrical patterns. Elevation had yet to be born 
and at the beginning of the seventeenth century the five posi- 
tions, basis of the classical dance, did not yet exist, coming in 
gradually under Italian influence. Camargo knew the begin- 
nings of the entrechat, but these were not fluent till the time of 
Lamy in 1710, the pirouette was introduced by Heinel in 1776 
and perfected by Gardel and Vestris. But with the shortening 
of the costume the acquirement of technique proceeds rapidly, 
especially with the invention of tights by M. Maillot. The 
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ballet was not yet divorced from the spoken word and was 
usually accompanied by a book of verses, opera in fact, with 
danced interludes. 

It was the Duchesse du Maine in 1708 who separated words 
and dance in an entertainment given in her private theatre at 
Sceaux, the subject being drawn from Corneille’s Horace. 

In 1661 the establishment of L’ Académie Nationale de la 
Danse ushered in a new period. What was a pleasure became an 
art with definite standards for all time, the court and the 
stage were separated and we begin the period of ballct as we 
know it. 

Under Pécour, Beauchamp’s successor, dancing underwent 
a rapid technical development. It was enriched by the importa- 
tion of contre danses from England, and many of the steps that 
form the basis of our technique to-day began their existence 
then. We have a very precise knowledge of the dance of those 
times through the orcheso-stenographie of Feuillet, who re- 
corded their pattern and movement in a system of script. 


(v) Birth of the Ballerina 


In 1721 La Camargo, the first great ballerina made her ap- 
pearance, extended the repertoire of movement and so excelled 
that it became impossible for the merely graceful amateur to 
compete any longer. The history of costume has always gone 
hand in hand with the development of the dance. La Camargo 
had shapely legs which she wished to reveal. She shortened her 
skirt but a few inches—scandalised some—and the added 
liberty gave rise to the birth of virtuosity. We can see the 
extent of the shortened skirt in Lancret’s famous picture. She 
also inaugurated the heelless shoe and used more of her foot 
than had been done since the days of Greece and Rome. Salle, 
her greatest rival, was the first to wear a Greek tunic as Galatea 
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in the ballet Pygmalion performed at Covent Garden. Since 
Paris was not ready for the innovation Sallé was not merely 
a dancer but a reformer who thought out the problems of 
ballet. 

The rivalry of these two which gave rise to Voltaire’s 
charmingly tactful verses played its part in the popularity of 
the new art just as later rivalries in Russia and elsewhere ex- 
tended the circle of balletomanes by giving them a constant 
topic for heated discussion, making them eager to find new 
converts to worship at the shrine of their ideal. The whole 
history of ballet contains such examples of rivalry: Camargo, 
Sallé; Taglioni, Elssler; Kchesinska, Legnani and other 
members of that great period; in our own day Toumanova, 
Baronova. They add a competitive element to the pleasures 
of ballet, feed the hero-worship instinct in a fast-growing 
public eager for escape from the realities of life. Also, they spur 
on each dancer to give of her very best. The popularity of the 
cinema has been consciously built up on rivalry and this 
necessity for hero-worship. The stars created by astute financiers 
are the saints of a new religion. In ballet it is the public since 
the days of Camargo and Sallé who have fostered it while 
the managers on the contrary have in recent times fought it 
tooth and nail, preferring to base their faith on an ensemble 
rather than on individuals, who may fall ill inopportunely or 
demand too much. 

The public as always is certain to win. 


(vi) Noverre: The Shakespeare of the Dance 


In this breakneck race through the centuries and the face of 
Europe it is necessary to pause for a while to consider one of 
the very biggest figures the dance has produced, a pioneer and 
still to-day a major influence in ballet. His written works 
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tackle all the major problems of the contemporary ballet and 
are excitingly modern in their content and point of view.* 

Just as La Camargo developed the mechanics of the dance 
giving to the choreographer a new and more complex instru- 
ment that would allow him to experiment in more than 
pattern, J. G. Noverre, her contemporary, developed and ex- 
tended the aesthetic of ballet, both in practice and in the 
printed word, his published letters arc still the choreographer’s 
bible. 

He was born in Paris 1727, the son of a distinguished Swiss 
soldier, aide-de-camp to Charles XII, and was destined for a 
military career. But from an early age he was enamourced of 
the theatre and his father apprenticed him to the great Dupré, 
successor to Pécour. He made his debut at Fontainebleau at the 
age of sixteen before Louis XV but met with such poor success 
that he left for Potsdam where he soon became a firm favourite 
with Frederick the Great. However, Frederick did not pay his 
favourites any too well and he returned to France where he 
produced his Ballet Chinois with décors by Frangois Boucher. 
This was an outstanding success though later he himself was 
not proud of this chinoiserie. On the strength of it Garrick 
hailed him to London and there is no doubt that the great 
actor influenced his art and turned his direction to an increased 
development of mime. The admiration was mutual for 
Garrick called him nothing less than The Shakespeare of the 
Dance. Unfortunately for Noverre his London appearance 
coincided with the outbreak of war between the two countries, 
his reception was hostile to the point of endangering his life 


* See Apendix I. 

+ The healthy shock produced by his work is shown by a contemporary 
letter: 

““Noverre a mis en scéne La Mort D’Agamemnon. C’est un ballet architra- 
gique. La premiere soirée il a fait rire et on a sifflé. Hier au soir on a prété 
quelque attention. Nous verrons la suite.” 
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and the scenery was smashed by the infuriated public. Back 
in France his great success inspired jealousy (another respect 
in which the world of ballet remains unaltered), and he him- 
self was of a choleric disposition, sometimes spitting at his 
dancers in the violence of his passion. ““Noverre est impétucux 
et orgueilleux jusqu’a Ja brutalité.” His whole life was in a 
sense a tragedy, for while his influence was accepted in Paris 
his person was rarely acceptable and the prize was constantly 
eluding him. After various wanderings he scttled down for a 
time as maitre de ballet at Stuttgart under the protection of the 
art-loving Duke of Wtirtemberg, and Stuttgart became the 
important centre of ballet where Vestris danced and Heinel, 
the idol of her day, flourished and enriched the dance by her 
technical prowess. At Stuttgart the pantomime ballet as apart 
from the opera ballet was truly developed. 

His letters published in 1760 caused a sensation. Voltaire 
hailed them as a work of genius, saying “Poets and Painters 
shall dispute the honour to have you ranked with them’. But 
in spite of this Noverre’s wanderings continued. During half 
a century he covered Europe; Paris again, Vienna, Milan, 
Naples, Lisbon. There is no clear record by which we can 
trace them all. Finally through the intervention of Maric 
Antoinette his cherished goal seemed in sight. She offered to 
make him maitre de ballet en chef in succession to Vestris, and 
in place of Gardel or Dauberval who expected and were 
entitled to the succession. For three years they fought him 
tooth and nail and finally when a compromise was reached 
the revolution broke out, sending him to London. Noverre 
died at the age of eighty-two, his misfortunes having spread 
his ideas in every civilised capital. 

At the time of his arrival ballet, an infant art, had already 
been fixed in a groove for close on half a century. The 
mechanics of dancing had interested maitres de ballet at the 
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expense of the art, a very natural happening when the machine 
was still so new. 

The account of the Great Dutch philologist, Isaac Vossius, 
De Docmatum cantu et viribus Rhytmi, published at Oxford in 
1673, is interesting in this connection. 

“In Europe a great deal is spent on dancing shows, but if 
we exempt their pomp and the jewels worn by the dancers 
one can find scarcely any charm. . . . One can only find 
movements not devoid of harmony, but lacking all signifi- 
cance. Where could one find to-day a dancer or a mime 
capable of expressing himself by his attitudes as does an orator 
by his words. . . .2” 

This is not only interesting as evidence for the light it shows 
on pre-Noverre dancing, but also in revealing the type of 
man who was seriously interested in analysing ballet critically. 

Saint Mard in his Réflexions sur ’ Opéra written in 1741, 
when Noverre was still a child confirms this. 

“Would it be so difficult to put more fire and invention 
into the dances? I do not say that our dancers should become 
entirely pantomimists, that would be going too far, but would 
there be any harm if they were a little?” 

He accuses the dances of lacking both variety and intelli- 
gence and the dancers themselves as “being of cardboard 
which are made to move like machines”. 

All of which was resaid in 1900 by the supporters of Fokine 
in Russia when Noverre had been temporarily forgotten. It 
will be seen that there was a major conflict that has a very 
modern ring between dancing pure for the sake of movement 
and dancing with pantomime that told a story and expressed 
an idea. Saint Mard also said that pantomime is addressed to 
the heart, dancing to the eyes alone. The same type of argu- 
ment has been pursued in poetry with the value of words as 
musical sounds alone and as vehicles for meaning. The Entrée 
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seuls which had enjoyed popularity since the time of Louis XIII 
were a type of divertissement which one might compare to 
Aurora’s Wedding, the abbreviated version of The Sleeping 
Princess that is one of the most popular ballets of our time. 
Noverre postulated that the divertissement must give way to 
the ballet, a unity with mimed dramatic content. 

Fokine had very much the same problem to face and in 
my belief solved it by laying down that mime cannot exist 
without dancing. This was no compromise when properly 
understood. A Fokine ballet is entirely dancing, recitative 
dancing and aria dancing, to use an opera parallel. Previously 
the miming had become a formula that held up the action 
and that was in fact a period of padding that merely introduced 
each dance. We can still see it in Giselle and the full version 
of The Swan Lake both of which are preserved at Sadler's 
Wells. We saw it underlined in the skating “ballets” at Covent 
Garden.* Curiously enough with two recent Fokine ballets 
the controversy has started all over again, in each case unjusti- 
fiably. In Gluck’s Don Juan he was giving a deliberate 
pastiche of the ballet d’action of the period, while Le Cog d’Or 
was a story told purely in dancing and requiring for its 
dramatic coherence a certain amount of recitative, none of 
which, save the Astrologer’s movements before the curtain, 
can be considered as superfluous. Yet a strong section of 
opinion held that the ballet did not contain enough pure 
dancing, reverting to the Noverre controversy and to a view 
that Noverre certainly did not hold. Perhaps, one may attribute 
such a view to the popularity of Aurora’s Wedding and of the 
abstract symphonic ballet Choreartium, though this is by no 
means “dancing for the sake of dancing” but for the sake of 
paralleling the musical content. Noverre also fulminated 
against the use of masks and cumbersome head-dresses, which 


* See Appendix. 
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made mime an impossibility. In spite of this the actual change 
came about by accident, or so we are led to believe. Vestris 
was prevented from taking a certain role and Gardel, the only 
one able to deputise and always a rebel against the mask, made 
it a condition that he should do so maskless. This innovation 
was so great a success that Noverre’s wish ultimately 
triumphed. 

The perfect combination of naturalism and dance was postu- 
lated by Charles Batteux in an important treatise published in 
17406. 

‘‘All music and all dancing must have a meaning . . . it 1s 
for poetry, music and dancing to reveal to us human actions 
and emotions. For as all art the real dance must be an 
imitation.” 

This is more fully developed by a paragraph from Fokine’s 
letter to the London Times July 6th, 1914. 

“The dance form shall be composed in a manner corre- 
sponding to the subject . . . dancing and mime shall be 
employed only in expression of the theme, and not as a mere 
visual entertainment” (cf. also with Saint Mard’s “dancing 
addressed to the eyes alone’). 

Noverre in a limited sense despised technique or rather its 
dominion, but he insisted on the turned-out positions that give 
the maximum advantage in execution and that are the basis 
of all ballet technique. This seems to have been recognised at 
the time, for a contemporary writer praises Camargo at the 
expense of Prévost ‘who had not like her the feet, knees and 
hips so turned out”. 

His lessons have been forgotten during whole lean periods, 
but they have always been there to recall the dancer to the 
paths of art. 

I will paraphrase certain portions of the letters that apply 
particularly to our times. 
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Maitres de ballet should consult the works of great painters 
.. . they will avoid in this way as often as possible that symmetry 
of figures that means in fact a repetition of identical pictures on the 
same canvas. 


This symmetry in choreography was the first thing that the 
Diaghileff group revolted against. In 1933 Leonide Massine 
said to the author in an interview, “Ballet is only three hundred 
years old, while in the muscums of the world there are 
centurics of plastic genius to draw upon.” The old and the 
modern choreographer both invoke paintings in their search 
for interesting compositions. 

Noverre is careful to explain that he is not preaching dis- 
order, on the contrary he wishes for “‘an ordered disorder”. 


The mattre de ballet must rehearse a dramatic scene until the 
dancers have reached the moment when it becomes natural. 


Said Karsavina in a conversation with the author: ““The 
dancer can only express herself when technique becomes 
second nature.” 

This is an artificial return to the days when dancing was a 
spontaneous expression of the emotions. It serves to put 
technique in its place, as something to be learned and then 
ignored both by the dancer and his public. The terms “‘a 
technical dancer’’ used alone are the very contrary to praise, 
they imply a lack of expressiveness. 


There are a number of things that cannot be rendered intelligible 
through gesture. 


The choice of subject is all-important. Fokinc has always 
affirmed that the ballct in which the spectator must refer to 
his programme for guidance is a failure. This means that ballet 
in one sense is more limited than the drama but in another 
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much more comprehensive and universal. Look for instance 
at the multiplicity of meanings that can be given to Petrouchka 
or the complete character sketch of adolescence in the fourteen 
minutes of Le Spectre de la Rose. The modern ballet is admirable 
in this respect, such sophisticated works as Cotillon, Jeux 
d’Enfants, Wedding Bouquet, Nocturne are logical as ballets and 
cannot be explained on paper. They are true to their medium, 
and even the ballets like Checkmate that are capable of a logical 
explanation mean much more than the printed words in the 
programme. It is a test of a successful ballet that this should 
be the case. Pure plot too involved for explanation is wrong. 
Giselle, unlike the other romantic period ballets, remains with 
us because its literary plot is simple, while its meaning is far 


deeper. 


Steps, self-confidence, speed, lightness, precision, etc., that is 
what I call the mechanism of the dance. When all these clements 
are not guided by the intelligence I applaud and admire the man- 
machine but I am not moved. 


How many dancers, applauded by the public for their 
prowess, find no place in the history of ballet tradition, 
inspired no writer to save them from oblivion! 

“Personality is allied to the mind. When a dancer’s mind 
is working with her body she shows personality,” said Ninette 
de Valois, the deepest thinker in contemporary ballet, in an 
interview with the author. 

I think I have given sufficient indication of the wealth to be 
found in Noverre’s letters in the very few samples I have 
been able to draw from his coherent and connected arguments. 
An entire modern commentary could be written on a work 
that is indispensable both for the dancer and the intelligent 
spectator. 


a 
a 
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(vu) Vestris, “Le Diou de la danse,” Heinel, La Guimard 
and other founders of tradition 


It is not possible or necessary for my purpose of constructing 
a complete map of the modern scene to name every rivulet 
that flows into the main stream. Every dancer of reputation 
has added to its strength. However, it is necessary to pause at 
certain names whose contribution is both positive and 
unmistakable. 

Gaetano Vestris was a contemporary of Noverre, and his 
collaborator in the sense that he was able to translate so many 
of his dreams into reality and to extend the male technique 
of the dance, adding to it for future generations. Noverre said 
of him, “‘Vestris is the best or in fact the only serious dancer 
in the theatre . . . he adds to the most noble and effortless 
execution the rare merit of touching, interesting and speaking 
to the emotions.” 

This founder of a dancing dynasty was born in 1729 in 
Florence. The family settled in Paris where he became a pupil 
of Dupré, the pupil of Pécour, the pupil of Beauchamp. He 
entered the Académie in 1748, remaining there in various 
capacities until 1776. During the final years when he no longer 
danced he turned choreographer. But he was never a thcore- 
tician or a man of learning, but just a dancer who served his 
art by his example. Many are the stories of the colossal conccit 
of Le Diou de la danse, as he styled himself, reminder of his 
Italian origins. There were but three great men he recognised 

. “myself, Voltaire and Frederick the Great.’ On one 
occasion when a woman apologised for having stood on his 
toe he replied, “Madame you have not hurt mz, you have 
put Paris into mourning for a fortnight.”’ 

Vestris was not merely a great individual performer but the 
founder of a royal family of the dance. He lived to sec his son 
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Auguste hailed as Le Diou de la danse and his grandson Auguste 
Armand, if he did not reach godship served a useful career. 

Under Noverre at Stuttgart he was associated in one of the 
most fruitful partnerships ever known with Dauberval and 
with Heinel his legal wife, whom I have already mentioned 
as the inventor of the pirouette. 

Heinel was born in Bayreuth 1753 and made a sensational 
Paris début in 1768. “Par sa maniére, noble, majestueuse,”’ 
said a contemporary, “on croyait voir Vestris danser en 
femme.” It was still the age of undoubted male supremacy. 

The description given by a less well-disposed contemporary, 
Mlle Duthé of the Opéra is both interesting and amusing. 

“Heinel, German by birth, was a fine man in the garments 
of my sex; that is the effect she always produced on me. 
Colossal in build, une taille a l’avenant, feet and hands which 
confirmed the rest, an admirable skin, firm and white, a fine 
face but with big features, and eyes like portes-cochére, so 
big were they. They were admired. . . . Her small mouth 
seemed to me to contrast ridiculously with the whole... . 
It was the fashion to enthuse about her person, her dance, her 
charms. All that did not please me, but then men have such 
strange tastes.” 

The feline Duthé goes on to retail some scandal. 

“Le comte de Lauraguais fell in love with this kind of 
mountain and public opinion said that to win her favours he 
began by sending her 30,000 livres in a mother of pearl and 
gold casket. To this was added a simple present of 20,000 livres 
to her favourite brother.” 

This lavish present may have had something to do with 
the tone of Mlle Duthé’s opinion of one who from all accounts 
was a very great dancer, especially as Duthé herself, first 
friend of the future Charles X, was an expert and notorious 
gold-digger who ruined many an English noble. 
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All that seems to survive of a great dancer are these accounts, 
malicious and otherwise, and the legends of her private life. 
Camargo, Heinel, Guimard, Vestris, Nijinsky, Duncan are 
known to thousands who have no interest in the dance itself, 
and new stories grow up around the last two almost daily. 
But in fact something very much more than a memory sur- 
vives. If they were truly great, they left behind them an active 
tradition that makes the performance of ballet after them 
different. Heinel’s pirouettes are a precious inheritance and 
there would certainly have been no Nijinsky without Vestris, 
no Pavlova without Taglioni. 

The greatest dancer of all this period, one whose position 
was even more unrivalled than Taglioni’s later, was Madeleine 
Guimard, La Guimard. ““Parmi les déesses de cette mythologie 
moderne, celle sans contredit la plus célébre,” said the same 
Duthé who had so destroyed poor Heinel, and she continues, 
“Guimard who had so many friends and so many enemies 
that without a doubt she must have had great merit.” 

Madeleine Guimard was born in 1743 and from the moment 
of her début in 1762 as Terpsichore in the ballet Les Caractéres 
de la Danse held a supremacy that was to last for thirty years 
and a fame that carried her through the French revolution 
and into a new age. Her adventures off the stage, the names of 
her protectors, the most famous of whom was Le Prince de 
Soubise, have made her into a legend and Edmond de Goncourt 
has written an extraordinarily interesting biography of her. 
The closing scenes of her life are especially vivid and memor- 
able with the old dancer going through her early successes 
for the amusement of her friends, dancing them with her 
fingers in a specially made toy theatre... . “La vieille 
Guimard, repassant ses triomphes d’autrefois, oublieuse de 
’heure.” 

Her position artistically, while it has been overshadowed 
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by the glamour of her name, was unassailable. Noverre gives 
her the seal of his approval in the phrase “Her dance had a 
noble simplicity”, and there is an interesting account of her 
that rings true, even if it docs come from the partial pen 
of a husband, the dancer and poet Despréaux. It is also 
most revealing of the aesthetic of the time. 

“The dance to-day no longer resembles what I have seen 
in the past . . . the talent of the dancer does not reside in 
being able to execute all sorts of steps in time to some rhythm 
or other, the last walker on can do that; speed is no great 
advantage . . . grace of form is given by nature, grace of 
attitude lies in the choice of positions of the body that are 
taught and selected by good taste; grace of movement is not 
only to go from one attitude into another, but it imposes 
expression in accordance with the character to be interpreted, 
especially in terre a terre dancing, which is so different from 
la grace sautée... 

“It is with terre a terre dancing that Mlle Guimard has charmed 
connoisseurs for more than 25 years. She was always new, I 
do not speak only of her feet, they are nothing in comparison 
with the charm of her body and head. She was a perfect 
comedienne . . . her expressive face easily depicted all the 
sensations she felt or was meant to feel.”’* 

This is not only interesting as being a contemporary 
description of the greatest dancer of her age, it bears an analysis 
on its own merits for several reasons. 

It makes clear the difference between a terre a terre dancer 
and a dancer of elevation, a difference that still exists. And 
since at the time when Despréaux was writing ballet was 
sufficiently close to La Camargo for the attention to be 
centred on elevation as an exciting novelty in itself grace 

* The Mercure de France called La Guimard, “this charming actress-dancer 


who by her art is always what she wants to be.” 
E 


26 BALLET PANORAMA 


and expressiveness had suffered. It is quite clear that Voltaire 
in his famous complimentary verses to Camargo and Sallé 
understood the difference and sought to underline it (the 
italics here are mine): 


“Ah, Camargo, que vous étes brillante, 
Mais que Sallé, grands dieux est ravissante, 
Que vos pas sont légers, et que les siens sont doux. 
Elle et inimitable et vous toujours nouvelle. 
Les nymphes sautent comme vous 
Et les graces dansent comme elle.” 


Sallé represents the ferre a terre, Camargo the dancer of 
elevation.* 

Another significant phrase of Despréaux’s is I do not speak 
only of her feet. Gradually dancing had become to be thought 
of solely in connection with the feet, a very natural outcome 
of the shortening of the skirt. While thinkers then understood 
that the whole body had to be harmonious and expressive 
this was subsequently forgotten for a very long period, only 
being taken for granted with the emergence of such extra- 


* Some verses under engravings of the Lancret portraits gives a further 
picture of the rivals. 
SALLE 
Maitresses de cet Art que guide l’Harmonie, 
Je peins les Passions, j’exprime la gaicté, 
Je joins des Pas brillants au jeu de mon Génie 
Les Graces, la justesse, a la légerté 
Sans offenser l’aimable Modestie 
Qui de mon Sexe augmente la Beauté. 


CAMARGO 


Fidéle au loix de la Cadence 

Je forme au gré de I’art, les pas les plus hardis 
Originale dans ma danse 

Je puis le disputer au Balons, aux Blondis. 


(At the present day Tatiana Riabouchinska is essentially a dancer of 
elevation.) 
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ordinary dancers as Taglioni and her peers, then forgotten 
again until Zucchi stood out as a remarkably expressive mime. 
There have been from the earliest times singularly few new 
theories of the dance, merely at certain periods rediscoveries 
of the truth uttered by a few great masters. 

Finally the phrase she felt or was meant to feel is interesting 
from the point of view of acting in general, anticipating 
Coquelin’s famous advice of feeling the emotion once, ob- 
serving oneself and then repeating it at subsequent per- 
formances. Despréaux rightly considers dancing from a 
dramatic point of view. 

It is obvious that dancing in the past has suffered through 
being assigned to no definite critic or rather through being 
considered as a subordinate interest of the musical critic. It is 
not music but applied music and in some senses is far nearer 
to the province of the dramatic critic, as all the utterances of 
the great maitres de ballet prove. To-day when ballet is once 
more as popular as it has ever been the majority of the music 
critics have become knowledgeable in ballet and there are 
definite standards of criticism, but even so ballet suffers at 
times from being considered from the purist viewpoint of the 
concert hall rather than from the stage. 

To return to La Guimard who has inspired these remarks: 
it is interesting to sce the amount of interest that could centre 
round a dancer then. 

For a time La Guimard suffered an agony of jealousy 
through the rivality of La Dervieux, a singer turned dancer 
with success just about the time that La Guimard tried to sing 
in opera with no success. The rivality which was one of success 
in love and beauty as well was made all the keener by the fact 
that Dorat, her very own pet poetaster, dared to sing the 
rival’s praises in verse. 

After an exchange of bitter repartee the following lampoon 
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appeared from La Dervieux’s camp, hitting on the unfortunate 
truth of Guimard’s then unfashionable thinness. Sophie 
Arnould had already called her Le Squelette des Graces in an 
unfortunate compliment.* 


“Guimard en tout n’est qu'un artifice 
Et par dedans et par dehors. 
Otez-lui le fard et le vice 
Elle n’a plus d’ame, ni corps. 
Elle a la taille d’un fuseau, 
Les osses plus pointus qu'une squelette, 
Le teint couleur du noisette.”’ 


The lampoon continues in a manner so scurrilous as to be 
no longer amusing. Guimard undoubtedly inspired the attack 
by the bitter yet more restrained verses of a vassal poet, 


“Monotone et sans grand talent, 
Ses pas ne sont que des grimaces, 
Qu’un admirateur ignorant 
Prend pour d’inimitables graces.’’ 


Fortunately to-day jealousy is no longer carried to such 
lengths, but then the rivalry of ballerinas is no longer front- 
page news. 


(viii) In Italy: Vigano and Blasis 


The centre of ballet activity continually changes its scene, 
from Italy to France, now back to Italy, then from France and 
Italy to Russia and from Russia over the globe. 

Ballet does not die out in each country, suddenly to reap- 
pear elsewhere, but some political happening, some great new 
figure causes a change of scene, so gradual at first that the 


* Sophie Arnould made another much repeated comparison, saying that 
Guimard dancing between Vestris and Dauberval, who looked at her lovingly, 
reminded her of two dogs looking at a bone. 
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contemporary scarcely realises what is happening. For the 
purposes of such a sketch as this it is necessary to travel rapidly 
from scene to scene, creating an illusion of abruptness that does 
not exist. To-day ballet activity is centring for the first time 
in London, yet so gradually that it will be difficult to trace. 

A diagram will make the evolution clearer. (Diagram 
overleaf.) 

The French revolution marked a halt in the progress of 
ballet in Paris. The ballet was branded as a court institution 
and the people themselves were dancing feverishly even 
during the terror in the strects and the innumerable dance halls 
that had sprung up; eighteen hundred of them within a few 
months. 

Many French dancers such as Lise Noblet and her partner, 
M. Albert, well known to us in lithographs, found their way 
to London and started the popularity of ballet that reached 
great heights in the early and middle nineteenth century. 

But it was in Italy that the ballet began to take on a new 
importance, quite apart from the tragic happenings in France. 

Salvatore Vigano, 1769-1821, an Italian and nephew of 
Boccherini, was a pupil of Dauberval and through him came 
into contact with Noverre’s ideals. (Everywhere in this story 
will we encounter the name of Noverre.) In 1812 Vigano 
established himself in Milan as a choreographer, developing 
the corps de ballet in particular, in the modern sense of the 
word, as an ensemble of individuals. He was a man of con- 
siderable culture who at times composed the music for his 
own ballets. Stendhal thought so highly of these choreographic 
dramas that he confessed that he preferred them to Shake- 
spearc. The success of these and the influx of French dancers 
turned the Italian mind once more from the song to the dance. 

Now appears the man who was to influence the dance even 
more profoundly than Noverre had done and who shares 
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with Noverre and Fokine the position of creator of the modern 
ballet. 

Carlo Blasis was born of noble descent in Naples, 1803. 
His father a musician gave him a liberal education in all the 
arts and he studied dancing under Gardel and Dauberval, a 
direct link with Noverre. When he was seventeen he published 
his first important book on dancing, A Theoretical, Practical 
and Elementary Treatise on the Art of Dancing. This paid hand- 
some tribute to Noverre; “‘the excellent letters of this cele- 
brated artist on the ballet should never be out of the com- 
poser’s hands”’, but indicates the advances that have been made, 
‘‘only the mechanical part is out of date for our art has entirely 
altered since he wrote’. Even so in his Manual published ten 
years later he takes many of his technical views, textually from 
Noverre. In 1837 Carlo Blasis became director of the Academy 
of Dancing in Milan and rapidly made it into the very centre 
of ballet activity. Blasis was able to produce a ballet in its 
entirety, theme, music, choreography, décor. He was a fre- 
quent visitor to London and his important Code of Terpsichore 
was first published in England. 

Blasis codified what was known by tradition, all that had 
grown up from 1661 to his day. He did far more than that. 
He selected, discarded and improved, explaining geometrically 
the basis of ballet technique in a manner so lucid that it has 
yet to be bettered. His best-known innovation was the attitude 
taken from Gian Bologna’s Mercury. He was a keen student 
of sculpture in the studios of Canova and Thorvaldsen, an 
anatomical as well as a geometrical expert. He brought to his 
work an extraordinarily wide view. He was a poet, author of 
works on singing, music, and even politics, a biographer and 
cncyclopaedist. A contemporary called him a “universal 

a 
genius’. 


All those who have powerfully influenced the dance have 


32 BALLET PANORAMA 


known far more than dancing, and this is a point that must be 
taken into consideration when we are estimating the present 
generation and trying to assess it as a part of the main 
tradition. 

The Academy at Milan influenced Paris and especially 
Russia through the rules of education drawn up by Blasis 
which are the ideal in practice up till the present day and which 
are directly responsible for giving to the dance the cream of 
the Russian Ballet. 

Pupils could not enter the school before the age of eight or 
after twelve, fourteen in the case of boys. They had to pass 
a medical test and show a sound heredity. They were bound 
for eight years, the first three as apprentices. They were then 
guaranteed financial security by a sliding scale of salaries, so 
that the moment they joined the school they were fee from 
worry. This lack of financial security has handicapped all 
dancers away from state institutions. The actual work was 
carefully graduated throughout the years of training. 

This will have to be taken into consideration in any assess- 
ment of the present day when short cuts to success are un- 
fortunately the rule, result of the democratisation of ballet. It 
also kills the superstition that the child must start from the 
age of two or three, dangerous superstition that damages small 
limbs and muscles and takes all the joy out of dancing. 

Carlo Blasis paves the way not only for Taglioni, Cerrito, 
Elssler and Grahn, but for Legnani, Zucchi, Kchesinska, 
Preobrajenska, Pavlova and Karsavina. He spent many ycars 
of his life as maitre de ballet in Moscow. 

It is possible now to indicate this influence in a rough and 
incomplete diagram, incomplete because there are so many 
more links than it is possible to show. Ballet is and always will 
be a “family affair”, there are no new names suddenly appear- 
ing from nowhere. Some of the links in this diagram will be 
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explained as the story develops, but its correct place is after 
this brief account of the great Blasis, whose codification put 
the art on a new basis. 

There are similar lines through Taglioni, Grahn and others. 
Whatever the country it must again be insisted that ballet is 


strictly a family affair. 


(ix) Auguste Bournonville 


Before treating of the romantic movement as a whole it is 
necessary to consider the career of yet another remarkable 
man, an all-important link in the chain. 

Auguste Bournonville, 1805, was of French origin, born of 
a ballet family. His aunt Julie had danced in Vienna under 
Noverre, his father was maitre de ballet first in Stockholm then 
in Copenhagen. In 1824 Auguste Bournonville was attached 
to the Paris opera for five years as premier danseur and he 
writes in his autobiography, Ma vie de thédtre, that it was the 
happiest day in his life when Gardel considered him worthy 
of the engagement. Perhaps the greatest moment in his career 
as a dancer was to partner Taglioni at a féte given before 
Charles X.* 

But Bournonville was far more than a great dancer, he was 
a serious student of the art, whose great aim, as he himself said, 
was to combat the opinion of so many people that dancing 
was a frivolous pastime, and ballet a pretentious and costly 
absurdity. 

As maitre de ballet in Copenhagen he introduced a national 
note into his choreography and was ever cager for fresh idcas. 
When the sculptor Thorvaldsen returned to the capital 


* He describes the occasion in his sympathetic memoirs: 
“She lifted me up from the ground with her and I felt like crying as | 
watched her dance; I thought to see Terpsichore in person.” 
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Bournonville produced a ballet in which all the sculptor’s 
statues came to life and his many travels were a constant 
stimulus, through them he imported ballets on Italian and 
Spanish themes. He produced fifty-three ballets and at the 
time of his centenary his works had been performed 3166 times 
and many of them are still in the current repertoire. His greatest 
direct pupil was Lucile Grahn, creator of the immortal Giselle, 
but his influence has outlived both him and his pupil. It 1s as 
the teacher of Johannsen that Bournonville plays a major role 
in the latest development of the ballet, the Russian. 

He also gave ballet a firm root in Copenhagen and from 
that root has sprung not only a small but flourishing national 
ballet, but such a dancer as Adeline Genée who has played a 
big role in English dancing. 

The entry of the dance into the romantic movement re- 
quires a section of its own, for it brought about both a violent 
change of aesthetic and a corresponding adaptation of tech- 
nique. It must be studied from the point of view of the 
romantic movement in general, its effect on dancing and the 
ballet, its principal actors and, most important to us, the object 


of this study, their legacy. 
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PART TWO 


The Romantic Movement 


‘Un drame ne doit pas étre vrai.” 
Théophile Gautier 


“The rising of the curtain displays one of those 
delicious spots on the Rhine, bathed in its own 
rich sunlight, and clad in all the magnificence of 


its autumnal beauty.” 
Description of Giselle from 
“Beauties of the Opera and Ballet’’ 


(i) Noverre and Gautier: A Difference of View 


IN 1830 was celebrated in France the centenary of the great 
romantic movement represented by Victor Hugo in the drama, 
Heine, Byron, Walter Scott and Théophile Gautier in litera- 
ture, Géricault and Delacroix in painting, Berlioz in music. 

In France as in no other country the arts mutually influ- 
ence one another, in England we tend to keep them in water- 
tight compartments. How many English novelists have written 
works of art criticism or are even capable of selecting attractive 
book jackets? In France painting and literature have always 
marched together, the violent reaction against romanticism is 
expressed by the realists Zola and Courbet, impressionism by 
Debussy and Monet, and so on as movement inevitably reacts 
against movement. In France there is an easily charted pattern 
of fashions in the arts. 

Ballet as a composite art is unusually sensitive to every 


tendency and the reason why to-day Paris still dictates Russian 
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17 “Grand Pas de Quatre,” danced by Taglioni, Grisi, 
Cerrito and Lucile Grahn 


From a contemporary Lithograph 
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ballet fashions, if it has left a love and understanding of dancing 
behind, is because of this close relationship between the arts. 

Victor Hugo’s drama Ernani ushers in the romantic period. 
Prose gives way to verse, prose is too natural. The theatre must 
deal with illusion. Better to talk to a workman than to see one 
on the stage, says Théophile Gautier. In his introduction to 
Charles Nodier’s Inez de la Serras he gives an interesting psycho- 
logical explanation for this, claiming that stories of ghosts and 
apparitions make a profound effect upon us because of the 
desire of the soul to be immortal. In spite of the fear that a 
shade inspires, it is consoling since it reassures us that the earth 
does not swallow us whole. 

Théophile Gautier is not merely the critic of the ballet of 
his period, and the greatest critic that the art has produced, but 
its inspirer, its Diaghileff with whom he has an extraordinary 
resemblance both in his animating genius and in his many 
inconsistencies. For the first time ballet leaves the jealous hands 
of l'homme du métier, the choreographer and maitre de ballet, to 
be guided by the “amateur”. It has become an instrument for 
the poet who completely changes its direction. 

“Un beau ballet c’est la nature méme,” said Noverre, I’ homme 
du métier, par excellence, not at all replies the poet, it is the 
very opposite. The dance is only the art of showing elegant 
and correct patterns in various positions favourable to the 
development of lines. “Dance for the sake of dancing,” says 
Noverre, “‘and man will become a machine.” “Dance for the 
sake of dancing,” replies Gautier,* ‘‘and the poet will supply 
the reason, the frame and the background.” 

Then foolhardily the poet goes on to attack the technique 
laid down by Noverre and recently confirmed by Blasis, fool- 
hardily and with an inconsistency in a direction that Diaghileff, 

* These conversations are obviously imaginary, but are based on actual 


quotations.—A. L. H. 
B 
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who left technique well alone, never at any time showed. “The 
turned out positions are ugly and unnatural, but we must 
tolerate them because never will the stubborn and conserva- 
tive choreographers listen to reason.” Later Gautier the critic 
disagrees with Gautier the theoretician and poet by criticising 
dancers for their lack of the school that he slighted. 

The physique of the dancer, the beauty of her form takes 
on a new importance. This is not sentimentality but sensuality. 
Strangely enough there is another glaring inconsistency here 
since Taglioni who ushers in the romantic ballet is neither 
beautiful, well made nor in any degrce sensual. For this reason 
Gautier hails her a little grudgingly, and one can sense a 
prejudice in all his writings though praise and enthusiasm 
abound. 

Where Gautier most resembles Diaghileff is in his love of 
exciting novelty, in the manner in which he welcomes the 
introduction into ballet of Spanish or Oriental dances, or of 
acrobacy that borders on the sensational, such as the leap of 
the Undine into her lover’s arms. Both Gautier and Diaghilefft 
stood for “‘art for art’s sake’’ and not art to exploit a tendency. 
Yet gone in theory is the confining purity of the classical dance. 
The dancer must be the perfect instrument for the whims and 
the moods of the poet. 

A striking difference between the two grcat animators and 
between the ballet of France and Russia lies in their view of 
male dancing. The romantic glorifics the beauty of woman 
and sees in the male dancer something both gross and ridi- 
culous. Lucien Petipa, brother of Marius, is actually praised 
because he knows how to keep himself in the background, 
Perrot and Saint-Léon are greatly admired, it is true, but as 
very remarkable exceptions. Romanticism banished the male 
dancer as a personality from Western Europe until Bolm 
and Nijinsky won his position back in one night, enabling 
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Serge Lifar to shine as no ballerina in Paris to-day, twenty-five 
years after. Yet apart from Lifar the effects of romanticism 
continue to haunt the Paris opera, and the role of Franz in 
the charming ballet Coppélia is still taken with ridiculous 
effect by a woman en travesti. The whole prejudice against 
male dancing which still persists comes from the backwash 
of the romantic movement. By a strange trick of fate Gautier’s 
posthumous contribution to ballet Le Spectre de la Rose was to 
make the name of a male dancer, Nijinsky, and to be made 
by him. Had Russia not safeguarded and preserved the male 
dancer while France was making his position artistically in- 
tolerable ballet would have died. The male is an indispensable 
part of the orchestration of dancing that is ballet and never 
does the ballerina appear to greater advantage than when 
partnered by a male who is also an artist and a personality. 
Nijinsky revealed Karsavina, Karsavina Nijinsky. 


(ii) Dancing “Sur les Pointes”’ 


The romantic movement not only upset the balance of 
orchestration, it demanded new technical effects. The dancer 
must no longer be terre a terre, she must glide, float and seem 
to fly. From this moment the tips of the toes, the points, come 
into the picture and gradually begin to assume an importance 
so great that they obscure every other department of the art. 
Whether the dancers of this period used the full point or only 
three-quarters it does not matter, they ushered in the era of 
“toe-dancing” that to so many is synonymous with ballet. 
Our sketch up to this stage will have shown its relative unim- 
portance. The ballet had developed, grown into a completely 
expressive art and had had its quota of great exponents with- 
out the need of points. One must insist upon this and situate 
the “points” without delay. 
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In an art where the whole body must be expressive there is 
nothing illogical in using an inch more of that body, on the 
contrary, it is strictly logical. To learn “point dancing” is 
neither difficult nor in any sense dangerous, if the teacher 
understands what she is about. It is merely something that fits 
into the general scheme gradually and in cases of normal feet 
almost unperceived. Cossack soldiers use their points without 
block shoes or a lesson. 

Aesthetically the position is different and there has been an 
abuse of point dancing, but that very abuse is nothing new 
and calls for no fresh sanctions. It is merely the abuse of any 
technical device that does not fit in with the theme or style 
required, with Noverre’s warning against turning man into 
machine. The aesthetic of Noverre allows for the legitimate 
use of every technical device.* 

Properly understood as every technical device it greatly 
enlarges the scope of expression. Technically by diminishing 
resistance it makes turns easier and neater, aesthetically it 
expresses liberation, flight, lightness, the incorporeal state that 
is a legitimate theme for so many ballets. When a novelty as 
all novelties it was used for its own sake and abused. 

“Even at the beginning of my directorship’ (1902), says 
the late Prince Wolkonsky, “although by then great creative 
dancers had emerged, the atmosphere was much the same. I 
remember a new production of Tannhatiser. The dances in the 
first act, the bacchanal in the Venus grotto, had been staged 
by the great Petipa himself. At the dress rehearsal I was horri- 
fied, it was just tip-toe, tip-toe, tip-toe, the whole time. The 
nymphs were ballerinas, never forgot it themselves and never 
let the audience forget it. Think of it, during that wonderful 
accord which an invisible chorus sings behind the scenes, we 


* See Appendix, page 114: “Skating over thin Ice, or Buddha in the 
Frigidaire.”’ 
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saw three ballerinas cross the plateau on their points, grinning 
sweetly to an enraptured audience. 

“T gave orders for the scene to be changed, but nobody 
could understand in the slightest what I wanted. The dancers 
had elicited applause, how could there possibly be anything 
wrong?” At all costs the public wanted the trick and it took 
all Fokine’s combative powers to put it into its place with 
the rest of the “tricks” which properly understood constitute 
dancing. It was as much as anything the cause of his leaving 
Russia. 

The use of the toe or as much of it as was then available 
was logical enough in the romantic ballet; La Sylphide had 
to move so very differently from her highlander and his 
mortal bride. Fokine restored the balance, but he did not use 
the “points” in Scheherazade as his immediate predecessors 
would inevitably have done. 

This section, out of all proportion to the scale of the book, 
about an inch of flesh, bone and blood is made necessary both 
through those who hate ballet and through those who love 
it but are ignorant of its background. 

Let us again say that ballet dancing and toe dancing are not 
synonymous, and leave it at that. 


(ii) Taglioni—La Sylphide 


The romantic movement in Ballet made a first timid ap- 
pearance in 1827 with Le Sicilien and established itself beyond 
a doubt five years later with La Sylphide. 

We have seen the aesthetic behind the movement, let us 
return to the stage itself and study the high priestess of the cult. 

Marie Taglioni was born in Stockholm in 1804, the daughter 
of a Swede, Anna Karsten and an Italian maitre de ballet, 
Philippe Taglioni (1777-1871). Her father is interesting because 
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he not only formed her, but created the ballets in which she 
made her name. 

He was trained by a variety of teachers, among them 
Coulon, Gardel and Milon in Paris and Salvatore Vigano in 
Italy, to whom he owed much of his orientation both in the 
choice of subject and in the treatment of dancing and mime 
as an organic whole, which he attempted in his best-known 
work La Sylphide, though later from all accounts he departed 
very far from Vigano. He was certainly a sensitive artist able 
to feel the new direction that was required of ballet. 

Dr. Véron, director of the Paris opera, in his memoirs 
draws a picture of Taglioni as the most exacting of all masters 
making the little Marie dance until she almost dropped from 
fatigue, and contrasts this scene of the morning with her 
effortless aethereal performance at night. Dr. Véron, also, 
makes an interesting contrast between the methods of Vestris 
and Taglioni, the former demanding that his pupils inspire 
passion, the latter delicacy and even austerity. Taglioni has 
been called the first of the Christian dancers as opposed to the 
pagans. This is where the great inconsistency arises between 
the dancer of romance and the poet of romance. Taglioni 
always kept her dance within the limits of classicism, justifying 
Thackeray's remark in Pendennis, “will the young folks ever 
see anything so charming, anything so classic, anything like 
Taglioni?” 

She may have inspired the movement, she was always out- 
side it in the sense that from every account her art would not 
have dated. Her triumphs were the result of artistry and not 
of a beautiful face at a time when a beautiful face counted for 
so much. Her figure was never perfect and it is said that she 
was badly round shouldered (almost a hunchback some 
accounts have it) before her father’s meticulous training. We 
can divine her importance and artistic greatness from the 
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eulogies as well as the reserves. She is clearly head and shoulders 
above her more attractive and showy rivals. 

She made her début in Vienna, 1822, with great success, 
from there to Stuttgart and Munich where her art became a 
revelation. Her first appearance in Paris at the theatre of the 
Porte St. Martin, 1824, passed almost unnoticed and she re- 
turned to Germany and Italy. Then Paris again in Le Sicilien 
and five years later La Sylphide. 

It is interesting to know something of this ballet, that was 
to prove one of the most important in history and of which 
Gautier wrote, “This ballet opened up for choreography a 
new era and it is through it that romanticism was introduced 
into the domain of Terpsichore. After La Sylphide, Les Filets 
de Vulcain and Flore et Zéphire were no longer possible: the 
opera was surrendered to gnomes, undines, salamanders, willis, 
pixies, peris and all those beings strange and mystcrious who 
lend themselves so well to the fantasies of a maitre de ballet. The 
twelve marble and gold houses of the Olympians werc rele- 
eated to the dust of the storehouses and only the romantic 
forests and valleys lit by the charming German moonlight of 
the ballads of Henri Heine exist.”’ 

A new colour, white, finds its way into ballet and like 
every novelty is used to excess. 

“Pink tights always remain pink, without tights there is no 
dance, only the Greek sandal gives place to the satin shoe. 
This new style brought about a great abuse of white gauze, 
of tulle and tarlatans, shadows melted into mist through 
transparent dresses. White was almost the only colour 
used,” 

To-day ballet blanc is synonymous with classical ballet and 
not romantic, strange confusion of terms. 

This epoch-making work was from an adaptation by Adolphe 
Nourrit from Charles Nodier’s story Trilby, with music by 
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Schneitzhéffer. I will outline the story, using in part the 
words of a contemporary. 

“In a farmhouse of Scotland at an early hour. . . . In the 
corner of a vast chimney Gurn a mountaineer is sleeping 
heavily. . . . James, a Highlander of more poetic tempera- 
ment dreams . . . he sees an aerial form, whose lovely eyes 
beam, whose rosy lips smile, sweetly upon him. This enchant- 
ing vision is the enamoured Sylph, the Fay of the blooming 
fields, the sprite of the homely cabin. 

“This delicate form dances around the sleeping youth; and 
as she dances she murmurs . . . the infatuated creature! . . . 
‘Say wilt thou not love, if but a little, the gay sprite of the 
chimney corner?’ ” 

He is awakened by her kiss. It is his wedding morning and 
he is to marry the lovely Effie. All is rejoicing but James is in 
love with his vision and breaks off abruptly in the middle of 
a round dance to follow the Sylphide, who “flies from the 
chamber, throwing one parting Parthian glance to see that she 
is followed—Too surely for Effie, whose bridegroom hastens 
after her viewless rival’. In the garden James meets and 
dances with the Sylph, holding her in his arms. 

The scene is once more the farmhouse: The folk at the 
bridal say, “Fie, Jamie’s daft!” . . . they have made allowance 
for a supposed fit of distraction and agree that he must marry 
his pretty little cousin. 

He returns, Effe is crying and all plead for her. “There she 
stands, her innocent bosom heaving with anxiety and sorrow. 
. . . Effie’s lips and his own are once more together.—To the 
bridal, ho!” 

An old hag in the corner volunteers to tell the fortunes of 
those present. She tells Effie that James no longer loves her. 
James attacks the witch but Gurn, secretly in love with Effie, 
defends her and claims that he can prove James a false lover. 
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As he is talking the Sylphide glides invisibly through the 
window and goes to stand by James who feels her presence 
as does Gurn, who insists that she has gone to seat herself in 


a chair under a plaid. They lift the plaid: 


“But where is the Sylph; Has she melted in air; 
He knows not, he sees not; but nothing is there.” 


Gurn is humiliated and the rejoicings recommence, but once 
more the Sylph appears and James runs out in pursuit. 

It is now night in a deep dark forest where witches are 
holding their incantations. They have been plotting to use the 
innocent Sylph to cause both her wretchedness and that of a 
mortal. They have woven a magic scarf which they entrust 
to the old hag. 

It is morning and James is discovered in a beautiful glade. 
He has found a nest as a gift for his beloved and now he 
finds her and hands her the nest. But she cannot bear the 
thought of dooming the birds to captivity and floats to the 
tree-tops with it. They walk happily together and the sylph 
introduces him to her sisters by the lake. They sport with him, 
bind him with garlands of flowers, his love vanishes and 
reappears tantalising him. Selfishly he wants her always with 
him and seeks advice of the witch, who gives him the scarf. 


“This twined around her, secures her thine in life and death.” 


He throws it around her and then a transformation takes 
place. Her wings drop off, she sinks lifeless. The gentle vision 
disappears. James is left disconsolate as a bridal procession 
passes, that of Effie and the less imaginative Gurn. 

This story in almost endless variations satisfied the romantic 
longing of the public and gave Taglioni scope for her artistry. 
It has come down to us to-day at any rate in atmosphere in 


Les Sylphides. The dark wood is there, the man and the sylphs. 
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The tarlatans they wear are an inheritance from Taglioni. 
The story in its essentials might be used to-day. It is an admirable 
pretext for expressive dancing with a dramatic contrast 
between mortal and immortal. If it has not survived, we must 
blame the music. In Apparitions, La Symphonie Fantastique and 
Francesca da Rimini the romantic craving of the present day 
has been satisfied. It will always exist in ballet, alongside of 
satire and actuality. 


(iv) Fanny Elssler 


Taglioni did not shine alone in undisputed glory and 
romanticism required other and more robust aspects. Fanny 
Elssler best personifies the aesthetic of Gautier. 

The Elsslers were two sisters, Fanny and the lesser known 
Thérése who subsequently retired to marry morganatically 
Prince Adalbert of Prussia. 

Fanny was six years younger than Taglioni, a beauty in 
face and figure. ““L’allemande Fanny Elssler avait l’air d’une 
Andalouse de Séville,” said Gautier. Her father an Austrian 
(and not a German) had been a copyist to Mozart, who 
interested himself in the child. 

She had made a considerable reputation in London when 
Dr. Véron, director of the Opéra, brought her to Paris in 
1834 to dance in a ballet, La Tempéte. Taglioni remained 
supreme until two years later when Elssler launched the 
cachucha in a ballet Le Diable Boiteux, and the castle in 
Spain began to rival the German moonlight as an atmo- 
sphere for romance, and allowed Gautier some polite but 
unmistakable digs at Taglioni. “Spiritualism is a quality to 
be respected but in dancing we can make some concession to 
materialism.” 

He stresses Taglioni’s Christianity, Elssler’s paganism and 
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his catalogue of Elssler’s charms allows us to see that he is on 
the side of the pagans. 

Bournonville gives an interesting contrast between the 
rivals: “If La Taglioni was more experienced technically, 
Elssler found her revenge in character ballet. There where 
Marie could draw tears of admiration, Fanny evoked smiles of 
satisfaction.” 

Europe was split into two camps, Taglioni or Elssler. 
Greatly daring Elssler challenged Taglioni on her own ground 
La Sylphide, Gautier was praising, mentioned that Taglioni 
was “‘a dancer for women”’, praised Elssler’s temperament, but 
it was an unmistakable triumph for the Taglionistes. 

Camargo and Sallé, Elssler and Taglioni as did Bernhardt 
and Duse represent types that still exist. It is possible to argue 
ceaselessly on their respective merits long after they have 
become but memories. Such arguments enjoyable as they 
invariably are can in reality amount to nothing more than an 
opinion of taste. 


(v) The Pas de Quatre and Giselle 


There were other prominent names in this golden age. 

Fanny Cerrito, the “divine” Fanny of the London public 
where she danced many years before her Paris début, made 
her greatest success in Ondine in which she had a famous shadow 
dance and in La Fille de Marbre with which she conquered 
Paris. Gautier after remarking that Paris alone could confer 
reputations and that the enthusiasm of London and other 
cities was often mistaken gave her a welcome, less warm than 
that of London, commenting on her plump well-rounded arms 
and her well-developed bosom so pleasing after the usual 
scragginess of the dancer. “She was bondante in her dancing, 
abondante in her person” said a critic. The year of her retirement, 
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1854, she appeared in a ballet devised with him, Gemma. 
Lucile Grahn, a Dane, was born in 1821 and made her début 
at fourteen in La Muette de Portici. She first appeared in Paris 
in 1838 and danced La Sylphide in the following year. It was 
to her that Gautier gave the remarkable lesson in miming, to 
which all dancers should listen, saying that a smile should 
hover about a dancer’s lips like a bird flutters about a rose 
and that for a beautiful woman the play of the eyes is sufficient 
to animate her face. 

Grahn appeared in the famous pas de trois in the Judgment of 
Paris with Cerrito and Taglioni which was nearly as great a 
sensation as the Pas de Quatre, Taglioni, Cerrito, Grahn and 
Grisi. 

For us the most important after Taglioni is Carlotta Grisi, 
sister of the famous singer and very nearly a great singer 
herself. Carlotta was born (1821) in Upper Istria in a palace 
that was the residence of Francis I. Touring in Italy she met 
Perrot, becoming his pupil and his wife. She made her Parisian 
début in 1840 as singer and dancer in La Zingara. She had “‘a 
voice of pure and exquisite melody, a step as light as the 
winged zephyr’. In 1841 she made her greatest success in 
Giselle, a ballet that has survived and that to-day is in the 
regular repertoire of the Paris Opéra and our own Sadler’s 
Wells. 

Giselle or Les Willis is a ballet in two acts by MM. de St. 
Georges, Théophile Gautier and Coralli on a theme suggested 
by Heine and to music by Adolph Adam. It has survived 
because its simple story contains the concentrated essence of 
romance, it is the embodiment of a whole period. 

The story tells of a simple village maiden so fond of dancing 
that her feet are kept in almost continual motion. Her mother 
fears according to local superstition that at her death she will 
become “a species of dancing vampire”. But she replies, 
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‘Nay one dance more, only one—a very, very little one.” She 
falls in love with a handsome stranger only to find out cruelly 
from the mouth of a villain that he is a Prince and can be 
nothing to her. Her mind becomes unhinged and she dances 
once again, her feet tottering no longer controlled by a happy 
carefree mind. She seizes a sword and, plunging it into her 
side, dies a suicide. 

The next act in a wood by Giselle’s grave shows her a willi, 
dancing vampire who inveigles men to their doom. Her lover 
comes to lay flowers on her grave and is caught by the willis. 
Giselle intercedes for him, but in vain. He also wishes to remain 
with his love. She begs him to stay under the protection of 
the cross and the dawn saves him, the willis disappear, and 
heartbroken he lays Giselle in her grave. 

“Carlotta Grisi, most ably seconded by Petipa, has made 
this second act of the ballet a species of acting poeni—a sort 
of choreographic elegy of the deepest pathos, as well as elegant 
sentiment, and more than one eye among the audience was 
dimmed with a tear, when expectation had only looked for 
admirable and surpassing dancing.” 

Giselle is the greatest of all tests for the artist who claims 
to attain something more than “‘admirable and surpassing 
dancing’. Act I represents the body, finishing in the most 
dramatic scene in all ballet where the body continues the dance 
unguided by the mind. Act II the Soul and the dancer who can 
triumph as did Pavlova in both comes but once in many 
generations. If La Sylphide launched romanticism in ballet, 
Giselle has given it permanence. 


(vi) The Heritage of the Romantic Movement 


What survives of the romantic movement, Giselle, and all 
the ballet blanc is known as classical, Fokine in his revolt against 
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this ushered in a new romanticism, which some have also 
called classical. There is an obvious confusion of terms here. 
Both are based on the pure classical technique and because in 
these ballets that technique is shown to extraordinary ad- 
vantage, they are called classical. Actually what they express 
is romantic. There are not sufficient works surviving to make 
this error of nomenclature important, it is merely interesting 
in showing with what rapidity the rebel works of one 
generation are deemed classical by the next. 

To-day of what is purely romantic in date Giselle alone 
exists, though Swan Lake is a Russian aspect of romanticism. 
However the movement has greatly enriched us in many 
ways, developing point technique and elevation, presenting 
the dancer as an aethereal being from another world, laying 
open a storehouse of picturesque literature for the choreo- 
grapher to draw upon. The Romantics paved the way for 
Anna Pavlova as well as for the exotic of Bakst and Schehera- 
zade, and the criticism of Gautier is a model of sensitive writing 
for future generations. 

It is in the romantic period that we first hear of Le Foyer 
de la Danse, later immortalised by the realist Degas and other 
lesser artists. 

Dr. Véron gives an interesting description of this meeting- 
place of balletomanes. 

“Le foyer de la danse is situated behind the theatre . . . at 
night it is brightly illuminated; everywhere there are large 
mirrors; and the floor has a sharp rake. In front of the mirrors, 
a little higher than the belt are fixed round bars of white 
wood. Before de se mettre en train (it is the actual expression) the 
dancers raise one leg after the other until they can place the 
foot horizontally on these wooden bars and leave it stretched 
there for a time; then they drop this position and seizing one 
of these bars turn to their battements and jetés-battus. After these 
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preliminary exercises they wet the floor with a pretty little 
watering-can; then standing in front of the full-length mirrors 
they try numberless pirouettes and entrechats and rehearse, before 
going on the stage, more or less seriously the steps that they 
are about to dance. 

“, . . One met in the theatre and especially in the foyer de 
la danse, ambassadors, deputies, peers, ministers and the best 
socicty. ... 

“.. . There was nothing more varied, more gay or pic- 
turesque than this bivouac of dancers. In this heathen temple 
sacrifices are offered only to Venus, Love, Fortune and 
Terpsichore.”’ 

Yes, this period has offered us something invaluable that 
cannot be concretely assessed—the glamour of ballet. 


PLPLPLPAVPLPLPLPLALALPAUPU NAVA NMPUA AUMUND 
PART THREE 


Ballet in Russia and Russian Ballet 


“L’art vrai ne craint pas des conceptions 
nouvelles.”* 
“La danse classique, qui est a la base de I’art 
chorégraphique, ne pouvait disparaitre dans un 
pays ot le culte de Il’art constitue une des 
particularités de l’ame du peuple.” 
“On chercherait vainement une organisation qui 
ait fourni au théatre autant de danseuses classiques, 
de genres et de talents aussi divers que le Ballet 
Impérial Russe.” 

V. Svetloff in “Anna Pavlova” 


(i) Early Days 


(Note: Since Russian history is not universally known it is 
important in connection with this section to have some idea 
of the dates of the various monarchs in order to be able to 
check the events with the happenings in Western Europe. 


Peter the Great ve .. 1686-1725 
CatherineI se .. 1972$-1727 
Peter II... si ae .. 1727-1730 
Anne... es es .. 1730-1740 
Ivan VI .. _ = .. 1740-1741 
Elizabeth - 5h .. I74I-1761 
Peter Ill.. es .. 1761-1762 
Catherine II (The Great) .. 1762-1796 
Paull .. i 7 .. 1796-1801 
AlexanderI .. at .. 1801-1825 
Nicholas I - ” .. 1825-1855 
Alexander II .. ne .. 1855-1869 
Alexander II .. ae .. 1869-1894) 
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38 Nijinsky, as the Slave in Scheherazade 
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The beginning of this chapter of the story is at a period far 
removed in time and that seems still further distant through 
the country in which it is situated, a vast and unknown con- 
tinent that has till Peter the Great played no part in the life 
of Europe, that is not till then a part of our familiar reading, 
and accounts of which only reach us from the letters and 
diaries of adventuresome travellers who write of the barbarity 
and the splendour of Muscovy. 

However far removed the beginnings of the story, however 
great a stretch of the imagination it requires to form even a 
vague picture of it, its ending carries us right up to the present 
moment and it has not yet ended. It is impossible to put finis 
to this chapter while the Russian influence in the dance is still 
the greatest. 

We start with the supremacy of Paris and Milan, we end 
with both these capitals no longer calling the dance, with the 
supremacy of St. Petersburg and Moscow so firmly established 
that the Académie Nationale de la Danse, cradle of the art in 
Paris is in the charge of a Russian, dramatic reversal of roles 
from the time that the Frenchman Landé became the first to 
rule the Russian school in St. Petersburg, the Italian, Carlo 
Blasis in Moscow. In one hundred and fifty years the Russian 
conquest is made certain, after over two hundred years it still 
persists. Astonishing tale of the aptitude of a whole nation for 
an art born at the court of French Kings. 

At the start Russia comes late into the picture. The first 
hint of national dancing is an account of a tight-rope walker 
in the sixteenth century who gave lessons in drum beating 
and dancing, while in the seventeenth century in France some 
‘“Muscovites” are mentioned for the first time who came to 
learn with the French masters at the court of Louis XIV and 
who angered their teachers by the scant attention they paid to 
their lessons. 
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It is under Peter the Great that the first impetus was given 
as a part of the Westernisation that forces the boyards to shave 
their beards and that started the emancipation of women. It 
was obviously impossible to develop the dance at a time when 
women were kept severely apart, when nobles were bearded 
and clad in dignified but cumbersome robes. Peter, inspired 
by his travels, determined to force his people to learn the 
refinements of the West so that eventually they could teach 
themselves. The first development of the dance in Russia was 
an unimportant detail of his whole policy, a small fragment of 
the plan to make Russia take its place in Europe. Under Peter, 
therefore, the dance developed socially rather than theatrically. 
As all social dancing its final goal was the stage. He scandalised 
the church by making his boyards, their wives and daughters 
take part in French dances, clad in European clothes, in itself 
a sacrilege. The greatest scandal of all in the eyes of the church 
was to mask a god-given face and in the reign of Ivan the 
Terrible there had even been a martyr, a Prince Repnine, who 
chose death rather than to mask his face. 

It was through these social dances then that French influence 
began to penetrate into Russia. Peter established Assemblies in 
1700, the Terems (women’s quarters) were thrown open and 
dancing rapidly became an indispensable social accomplishment. 

The Empress Anne was fond of pageantry and her court 
was a fabulously wealthy one and it was in her reign that the 
Imperial Ballet school was founded in the Winter Palace 
under a French maitre de ballet, Landé. Dancing was thought 
important enough for a special official to be engaged to teach 
it to the cadets. A national ballet was becoming an institution 
and there is an account of a dancer, Timothy Boublikoff, 
being sent abroad for two years to study “the art of the 
theatre” with a salary of s00 roubles a year appointed by 
Imperial ukase. 
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The Empress Elizabeth, a great beauty, was an excellent 
dancer herself and still further stimulated the growth of ballet, 
encouraging as her predecessors had done the visits of dis- 
tinguished artists. One of them, an Austrian Hilferding, met 
with outstanding success and his troupe introduced to Russia 
for the first time some of the more complicated technique that 
was then being developed in Western Europe. 

Under Catherine the Great it became an accepted thing for 
the “stars” to visit Russia to make their fortune, and the 
Frenchinan Le Picq and the Italian Angiolini brought their 
knowledge to her court and gave a new character to the 


ballet. 


(ii) The Serfs 


This marked interest of the Queen had an enormous influence 
on private people, wealthy nobles who had almost a court of 
their own and who vied with one another in the giving of 
private entertainments. At the same time as the Empress was 
summoning teachers from abroad to instruct the few, a 
knowledge of dancing was being absorbed by the serfs belong- 
ing to these nobles, and this national love and understanding 
of the theatre in every class is a feature that belongs to Russia 
alone. More than anything it accounts for the long held 
supremacy and instinct for all things dramatic in spite of those 
accidents of history that have killed the theatre in those other 
countries of violence, Germany and Italy. The founder of the 
national theatre, glory of Russia under both Tsars and com- 
missars, was a serf, Michael Chepkine. 

These nobles lived in a wild country, in estates sometimes 
as big as the whole of England, they had to provide their own 
comforts and amusements, and being able to dispose of 
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numberless “‘souls” it was natural to train them as musicians, 
actors and dancers as well as cooks and hairdressers. One noble, 
the Count Cheremetieff; possessed two vast territories, 
Kouskovo and Ostankino, with a theatre in each. 

It was at Kouskovo in 1790 that one of the most pic- 
turesque ballet romances occurred, in itself a subject for a 
ballet. 

Cheremetieff met Pauline Kovalevsky, a peasant girl 
attached to his corps de ballet and fell in love with her. He had 
her properly trained and under the new name of Jemtchougova 
(pearl) she made a great success in Inez da Castro. When 
Catherine visited Kouskovo she was chosen to dance in the 
ballet Les Noces de Samnith. Little did Catherine know that 
the beautiful ballerina was going to upset one of her most 
cherished plans. She intended the Count for her grand- 
daughter Augusta. It was only after Catherine’s death that he 
was able to marry the ballerina. 

If such romantic happenings were rare, the serf ballets grew 
in importance and the Imperial ballet was able to acquire 
many dancers and even whole troupes by legacy and purchase. 
In 1829 Moscow bought a troupe of twenty-one dancers from 
M. Rjevsky. It was possible to distinguish serfs from freemen 
on the bills, just as we to-day distinguish Gentlemen from 
Players, by the use of the simple surname in the case of the 
serfs. But gradually the serfs in the Imperial Theatres were 
given a chance of emancipation and finally under Prince 
Galitzine were made free, the system being considered un- 
dignified. This was half a century before all the serfs were 
given their freedom. 

It will be seen that the roots of art in Russia went deep into 
the people. It is the one feature that distinguishes Russia from 
all the other countries in this story. 
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(iii) Didelot, Duport and the first Russians 


Alongside the foreign dancers Russians were rapidly making 
their way and this reign saw the first Russian maitre de ballet, 
Liesogorov, known on the stage as Valberg, there was also a 
Russian prima ballerina, Birolova. By now the art was indi- 
genous, though Russian supremacy was still distant by nearly 
a century. 

The modern period begins during the short reign of Paul 
with the arrival of the French dancer Charles Louis Didelot, a 
man of wide culture, as have been all the pioneers in ballet. 

Didelot was born in Stockholm in 1767 wherc his father 
was a teacher of dancing. As a young man he made an excellent 
impression in spite of being badly disfigured by the smallpox, 
and the King of Sweden sent him to Paris to study under 
Dauberval. On his return at the age of fourteen he made a 
success in a pas of his own composition and was again sent to 
Paris to continue his studies under Auguste Vestris. At the 
same time he attracted the favourable attention of Noverre. 
He danced in London and then in Paris with La Guimard and 
caused a sensation by his ballet Zéphire et Flore, using for the 
first time wires to simulate flying, later a very favourite device. 
In 1801 he went to St. Petersburg at the summons of Paul I. 
As a teacher he formed a whole generation of Russian dancers, 
among them the legendary Istomina, heroine of two duels, 
sung by Pouchkine in Eugene Onegin and the tragic Danilova. 
Didelot brought the romantic ballet to Russia, but its victory 
was less complete than elsewhere and owing to its firm 
national roots ballet retained a contact with reality. 

Didelot was greatly helped in his development of ballet by 
the publication of Noverre’s letters in Russian in 1804 and by 
the French dancer, Duport, who arrived in Russia in 1808 
under a three years’ contract. Duport’s début in August caused 
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such a sensation that the smart public returned from its 
holidays en masse to see him dance, and so popular was he that 
fashionable women wore earrings called “‘souliers d’or 4 la 
Duport”’. Tolstoi introduces him in War and Peace. “There in 
that vast illuminated hall where on the moistened boards 
Duport leapt to the accompaniment of music bare legged and 
clad in a vest decorated with paillettes young girls and old men 
shouted bravo in ecstasy... . The cymbals and trumpets 
began to play louder and a man with bare legs began to leap 
very high. That man was Duport, who received 60,000 roubles 
a year for his art. Everyone in the parterre, in the boxes and in 
the Gods began to applaud and to shout with all their might, 
and the man stopped, smiling and bowing in all directions.” 
Duport arrived in Russia with his mistress, the celebrated 
Mademoiselle Georges and induced Marie Danilova his 
partner, a young Russian dancer of great beauty and talent 
to fall in love with him. Then he left her and the poor girl is 
said to have died of a broken heart. Her story became a 
favourite theme with Russian poets, Ismailoff composing the 


well-known epitaph: 


‘‘Near to this urn weeps Terpsichore, 
And the graces too are weeping: 
The ashes of Danilova, of the young friend of Duport, 
are resting here.” 


Duport was also a choreographer of ability, though he made 
his greatest name as a dancer in Didelot’s ballets. 

He left Russia in 1812 after Napoleon’s retreat and died in 
Paris in 1853, leaving a vast fortune. 

When Didelot and Duport left Russia there were a great 
number of native dancers and the ballet took on a more 
national character choosing many patriotic themes, but this 
was merely an interlude. 
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The next important event was the arrival of Taglioni in 
1837 and so great was the sensation she caused that “‘balleto- 
mania” reached the limits of absurdity, a group of the most 
rabid purchasing a pair of her shoes, for 200 roubles, having a 
broth made of them and solemnly drinking it at a banquet. 
It can be imagined the delirium she caused when two years 
later she performed a Russian dance in a sarafan! 

The many seasons of Taglioni not only increased the public 
for ballet but served as an excellent example for the Russians. 
Only Zucchi after her and Pavlova in our day has exerted such 
a mass influence, turning the thoughts of thousands to dancing 
as a career, convincing the sceptic that here was a serious art. 

It will be noticed throughout this section that the Russians, 
starting with Peter the Great, have never been narrowly 
chauvinistic. It is a prominent feature of the Russian character 
to love what comes from abroad and the rapidity with which 
they learnt the dance is due to the whole-hearted manner in 
which they received Didclot, Duport, Taglioni, Grahn and 
others. Any form of artistic protection is a danger. On the 
other hand there is a very definite handicap in a snobbish 
point of view that uncritically praises everything foreign at 
the expense of the national development. In England we 
have been bad offenders in that respect, lacking great faith in 
the artists that we produce. 

The most prominent Russian ballerina at this epoch, Elena 
Andreyanova, must have fought a hard battle. The famous 
ballet historian Alexander Plestcheeff writes of the public 
apathy when she appeared in the roles made famous by 
Taglioni and it was only in 1842 in Giselle, a ballet new to 
Russia that she was able to make a name, gradually becoming 
a national glory. She was the first to carry the news of Russian 
prowess abroad, appearing with success in those two strong- 
holds of tradition, Paris and in Milan, where a special medal 
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was struck in her honour. A long journey, since the first 
Muscovites had through their inattention so disgusted their 
French teachers. In spite of her success Andreyanova was 
haunted her whole life by the memory of Taglioni. 

The next series of names carry us right up to modern times, 
they contain one Russian a non-dancer, director of the Imperial 
Theatres and the last foreign names in the story of Russian 
ballet, Johannsen, a Swede, Petipa, a Frenchman, Cecchetti, an 
Italian and the ballerinas Legnani and Zucchi, both Italians. 
These dancers were giants, but not of the same stature as 
Noverre or Gardel. No longer does the dance know men of 
such encyclopaedic erudition. In the future as we shall see it 
needs a committee of men to replace the one. Yet working 
on the lines laid down by Noverre and Gardel these three 
men made the ballet of to-day. Encyclopaedists and craftsmen, 
dancers both intelligent and stupid, famous or to-day obscure 
have all played their part. 


(iv) Christian Johannsen 


Christian Johannsen was born at Stockholm in 1817 and was 
sent to study in Copenhagen under Bournonville. He made 
his St. Petersburg début in 1841 with Andreyenova. He was 
still teaching in 1906! In no other part does longevity play so 


great a role.* 
* Among the “key” dancers mentioned in this book: 


Pécour lived till 74 
Dupre a te 92 
Noverre = a (82 
G. Vestris Be » 79 
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Petipa - » 88 
Johannsen ee » 93 
Cecchetti 9 » 78 
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48 Mathilde Kchesinska with her Father 
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Johannsen left the stage in 1884 to start as a teacher and all 
the young ballerinas passed through his hands. Kchesinska_has 
said that rarely could a man teach women so well and Pavlova 
has paid tribute to him. His influence was both direct and 
indirect for Gerdt was a pupil of his (and Petipa’s) and also 
taught the majority of the ballerinas including Pavlova, and it 
was Gerdt who first noticed her unusual gifts and developed 
her frail physique along the right lines. Although Petipa’s is 
the better known name thanks to his ballets that have survived, 
Johannsen’s influence was probably greater as regard school 
and as a former of ballerinas he stands alone, representative of 
the pure French tradition which blended with Cecchetti’s 
Italian tradition became the Russian ballet we know. 

Actually the French method is in the greatest proportion in 
the Russian school, Cecchetti only coming on the scene later. 
Nicolai Legat, a teacher at the Imperial Schools and an influence 
both in Russia and abroad has said that the Russian School is 
the pure French School forgotten by the French themselves. 
These distinctions are very real but need not be dwelt on in a 
sketch such as this. 


(v) Marius Petipa 


While Carlo Blasis was in Moscow and for a time in 
Warsaw, Marius Petipa was forming the St. Petersburg 
School. 

Petipa, born in Marseilles 1819, belonged to a family troupe 
of touring dancers. Stranded in Paris thanks to a dishonest 
impresario—they existed then as now—he became a pupil of 
Auguste Vestris, and after two months had the good fortune 
to dance with Carlotta Grisi at a benefit given for the great 
actress Rachel. His brother Lucien remained at the Opéra in 


Paris and a comparison between the careers of the two brothers 
I 
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is interesting. Lucien who may have seemed the fortunate one 
at the time and who from all accounts was equally talented 
reached, as we have seen, a dead end since the romantic move- 
ment had killed all opportunity for male dancers, and not till 
Nijinsky arrived in Paris in 1909 did male dancing come into 
its own. Marius found almost immediate success in Russia. 
He arrived in 1847 after a short engagement in Bordeaux and 
four years in Spain. Perrot was then in charge of the ballet 
and Petipa enjoyed ten years of work with him and became 
his successor in 1862. His activity in Russia lasted from 1847 
until 1910. His father settled in Russia as a dancing teacher, 
he himself became completely Russianised and married a 
talented dancer Marie Sourovtchekova. Their daughter Maric 
was as famous for her beauty as for her dancing. 

Petipa unlike Noverre and other great choreographers, had 
the unique advantage of being in charge of the same company 
throughout his long career. In all he created 57 full-length 
ballets, equal to 171 at the present day, 34 opera ballets and 
undertook 17 revivals. In addition he was responsible for all 
of the work shown on the stage of the Maryinsky Theatre. 
His name therefore clearly marks a whole epoch. He gives to 
Russian ballet an academic principle, against which it can and 
will revolt when the time comes. He found a dance of grace 
and turned it along paths of virtuosity, demanding the highest 
technical standards from corps de ballet as well as principals; 
a true innovation. Morcover, his work was able to interest 
such non-ballet composers as Tchaikovsky and Glazounov 
and through them to alter the entire position of ballet and make 
it a part of the national artistic life. When he arrived the 
foreign dancer was the rage, when he died the Russian ballerina 
was not only everywhere pre-eminent, but ballet itself was 
almost extinct in the countries of its origin. Certainly the time 


came when while his word was still law his ideas belonged 
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to another age, but by then what he had founded was solid 
enough to give birth to new ideas. 

His speciality was the grand fairy-tale spectacle in which 
the ballerina shone and the male dancer was relegated to the 
background. It was seen at its best when it was tempered by 
the romanticism of Tchaikovsky and there it has survived. 
But the truncated versions still in the repertoire give an inade- 
quate picture of his work. By a natural influence The Swan 
Lake tends daily to lose the diamond hard brilliance that was 
its charactcristic and take on the character of Les Sylphides, 
the work of the great pupil exerting a posthumous influence 
on the master. 

Later when we discuss the work of Fokine there will be a 
further opportunity of examining the academism of Petipa. 


(vi) Enrico Cecchetti 


Enrico Cecchetti was born in the Tordinona theatre, Rome, 
in 1850. Like so many of the characters in this book he came 
from a dancing family. His father Cesare was a maitre de ballet, 
his mother, Serafina Casagli a ballerina. From the moment of 
his birth he lived in the atmosphere of the theatre and by the 
age of five he had already made a tour of the United States. 
He was sent to Florence to study with Giovanni Lepn, a 
pupil of Blasis, and he even had the opportunity of meeting 
the great encyclopaedist face to face and of receiving from him 
encouragement and the advice to work hard. At the age of 
ninetcen he made his début at La Scala, Milan and subse- 
quently danced all over Italy. He appeared in London at the 
Empire with Katti Lanner and The Times compared him to a 
“little rubber bouncing ball”. In 1874 he went to Russia for 
the first time and in 1887 took out an Italian troupe to dance 
in a pleasure park during the summer. Through his success 
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he was engaged by the Imperial Theatres, making his début 
with Nikitina in The Tulip of Harlem and dancing with Zucchi 
in Le Roi l’a dit. He remained for fifteen years in St. Petersburg 
as dancer and professor. Cecchetti was an expert mime as well 
as a virtuoso dancer, rare combination and he proved it by 
creating the role of The Blue Bird in The Sleeping Princess, 
still to-day the touchstone of classical male dancing, and the 
Fairy Carabosse in the same ballet. When Cecchetti arrived 
Petipa was already well over sixty and there was a certain 
amount of friction between the two schools. The two together 
developed into Russian Ballet, and that much abused term has 
therefore a very definite meaning that is quite apart from the 
narrow standard of nationality. Petipa, the Frenchman, 
Johannsen, the Swede, Cecchetti, the Italian working on 
generations of Russian dancers developed Russian Ballct, as 
much a system as French or Italian Ballet, and, to-day, the 
ideal of dancers the world over. 

In 1902 Cecchetti left to teach at the Imperial School in 
Warsaw and his influence has resulted in a fine tradition of 
malc dancing that is represented by Woizikovsky, Idzikovsky 
and others, but Warsaw did not finish his career. For a time 
he was private teacher to Pavlova, giving her enormous 
technical strength. All that is easily understandable, the strange 
part of the story is his association with Diaghileff which 
brought him right into the modern ballet movement. 

Cecchetti was in no sense a man of wide culture. He did 
not devise a movement nor even a truly deliberate system of 
education. The dance was a part of him, his whole heritage 
and education. He was a link with the great tradition and he 
taught what he knew by experience. To-day there is a Cecchetti 
method, a valuable code, but only if it is taught by a great 
teacher, who can add to it something of his own. It should 
be abundantly clear by now that while a book may inspire it 
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cannot teach dancing, and that the teacher who adds nothing 
personal is almost a failure. Cecchetti did not delve into the 
philosophy or artistic nature of the dance, he was a great 
dancer and he became a great pedagogue. It is to the credit of 
Diaghileff that in spite of his love of novelty he chose the old 
maestro to form his dancers, taking with him on tour, as it 
were, a portion of the Maryinsky Theatre. Diaghileff under- 
stood Cecchetti, but Cecchetti neither grasped nor sympa- 
thised with most of Diaghileff’s aims and did not conceal his 
disgust at many of the new productions. However, he provided 
the material for all these experiments, teaching the already 
experienced Karsavina and Nijinsky, forming Massine and later 
Lifar, Danilova and the English child, Markova and innumer- 
able others. Also, he taught many in England including 
Ninette de Valois and Marie Rambert, who play a big role 
later on. 

With his wife by his side, also a born teacher, more patient 
by far, he continued to dance almost till his death. The present 
gencration will remember many remarkable performances as 
the Eunuch in Scheherazade, the lovable shop-keeper in La 
Boutique Fantasque, and the Marquis in Les Dames de Bonne 
Hurmeur. 

When Cecchetti died his grateful pupils of the Diaghileft 
ballet on tour in the English provinces danced Sylphides with 
black mourning scarves. With him died a whole epoch. He 
was the bridge not only between the past and the present, 
but unlike anyone else between Russia and Western Europe. 


(vii) The amateur of culture 


The Russian who most influenced the ballet at this epoch 
of transition was the director of the Imperial Theatres, A. 
Vsevolojsky. This post was one of considerable importance. 
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The director was responsible to the Emperor direct for the 
conduct of the theatres and had at his disposal a budget that 
few professional theatre men have ever handled. He required 
a diplomatic manner and something more besides. The director 
Prince Galitzine had already brought in sweeping reforms by 
emancipating the serfs bought for the Theatres and also by 
making the conditions of entry into the school depend on 
aptitude rather than on patronage. 

With the disappearance of the “universal genius” type from 
the scene, the amateur of culture begins to play a large role, 
culminating in the figure of S. P. Diaghileff,; and cach com- 
ponent part of ballet is left in the hands of experts, who act 
as a committee. Gone for ever are the days when ballet could 
come from the brain of one man. 

Among the most notable of these “amateurs” was the 
director of the Imperial Theatres during the reign of 
Alexander III, Vsevolojsky. Two actions of his altered the 
direction of the Ballet in Russia making it into Russian ballet. 

The first was the engagement of Italian artists to give it a 
new vitality, a bold step as we shall see, the second was to 
commission The Sleeping Princess from Tchaikovsky, for which 
production he himself designed the costumes. This production 
not only gave new life to Marius Petipa, but interested a serious 
musical public in the ballet and gave the world a work that 
survives in every repertoire. One of the dancers engaged by 
Vsevolojsky was Virginia Zucchi who moved Russian ballet 
more profoundly and directly than any other dancer, including 
Taglioni herself. 


(viti) Virginia Zucchi and the last “foreigners” 


Virginia Zucchi was born in Parma in 1851 and was early 
apprenticed to a troupe of travelling dancers, where she learnt 
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her art; for a time she was a pupil of Giovanni Lepri. In 1873 
she made her début at Padua in the ballet Brahma, securing a 
dramatic triumph that opened to her every stage; Rome, 
Milan, Madrid, Paris, Berlin and London. 

She came to St. Petersburg in 1879 to perform Brahma on 
a small suburban stage, that was nothing better than a cabaret. 
It was midsummer, all the balletomanes and the court circle 
were away, but before a half-empty house Zucchi made her 
name and her fame spread throughout the city. A great dancer 
was great news in those days. Then, unheard of thing, 
Vsevolojsky engaged this “cabaret dancer” for the Imperial 
stage. The controversy aroused was enormous and it was at 
the heat of the moment that her great champion, the en- 
lightened critic Skalkovsky, wrote the famous words, “there 
is more poctry in Zucchi’s back than in all modern Italian 
literature’, words that he was not allowed to forget. Her great 
and obvious success soon silenced all criticism and she domi- 
nated the Russian stage until the year 1888, shining espccially 
in La Fille de Pharaon, La Fille mal Gardée, Paquita, Coppélia 
and Esmeralda. 

Zucchi was a terre a terre dancer of no exceptional virtuosity 
and she came at a time when virtuosity was an ideal and dancing 
had grown perilously close to acrobacy. She turned the atten- 
tion once again to mime and brought execution and subject 
closer. The whole history of ballet has been this constant 
struggle between subject and execution, mime and virtuosity 
and the greatest periods have always been when execution has 
served the subject, the greatest dancers have been the greatest 
actresses. 

As in the case of La Guimard I will quote many contem- 
porary views of her, since they paint an excellent picture of 
the times and show better than any mere assertion the im- 
portant role she plays in this narrative. 
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The first account is from the late Prince Wolkonsky, an 
enlightened but unfortunate director of the Imperial Theatres 
in 1902, a man of great erudition and a reformer with many 
of the same ideals as Diaghileff. 

“The first time I went to the ballet I was a child and it was 
to see the Fisherman and the Naiad. 1 liked the fairy side of the 
performance, I liked the corps de ballet, but frankly I disliked 
the solistes. Even in those early days I felt shocked at their 
affectation, and the technique which was stressed to an almost 
acrobatic extent left me quite cold. I could neither grasp the 
difficulty nor the charm of it, so tremendously did the ‘un- 
truth’ offend me. It was true to no convention, illogical, 
absurd, unnecessary. 

“Then Zucchi came to me as a great exception and a great 
revelation. I saw that ballet dancing could have a ‘“mcaning’. 
She was one of the greatest mimes I have ever seen. Every- 
thing about her seemed to speak—yes, shoulders, hands and 
fingers. I shall never forget her lovely expressive back when 
she turned it to the public. In Brahma, an indifferent ballct, 
there was a scene where she never failed to make people cry, 
as she implored the priests to save her. Think of it; she had 
to conquer music, story and décor as well as the mood of the 
public who had come to the ballet to see tricks! What was 
unusual, also, was that her movements in their preparation 
and their climax fell in time with the music.” 

Most direct was her influence on the little group that sur- 
rounded Diaghileff, Benois and Nouvel. Diaghileff did not 
start as a balletomane—as a keen musician he rather despised 
an art in which a Minkus or a Pugni represented the average, 
and it was Benois and Nouvel who turned his thoughts to 
ballet. Benois has told me how he played truant to see Zucchi 
dance and how it was she who gave him his first interest in 
ballet and made him see its value as a medium. 





Mathilde Kchesinska 
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Nouvel says: 

“Some of our critics and the public were inclined to make 
Petipa responsible for the bad state of the ballet, saying that 
he was growing old and merely repeating himself. Vsevolojsky 
wished at all costs to do something positive . . . at the grave 
cost of offending all the nationalists, he engaged Virginia 
Zucchi. It was a master-stroke that awoke our dancers from 
their long sleep. Zucchi was a genius, so vital and stimulating 
that no one could remain indifferent to her influence. 

“Of all our group only Benois, Somov and myself had seen 
her. We were only schoolboys, but she was our idol. I re- 
member when she came back to dance in a small theatre, how 
we waited for her at the stage-door and when she appeared 
took off our coats and spread them on the ground in front of 
the carriage. She gave us a charming smile and we were 
proud and happy that night. Her example proved that the 
dancer as an artist could be the equal of a Sarah Bernhardt or 
a Duse.”’ 

I quote one more opinion, since no history of the dance has 
yet done Zucchi complete justice, that of Mathilde Kchesinska, 
great ballerina who made her biggest name in Esmeralda 
and who as a teacher has formed many of the present-day 
dancers. 

“Virginia Zucchi was one of the greatest artists I have ever 
seen. There are some dancers whose performance excites you 
at the time and leaves you with nothing. After all these years 
I can still see Zucchi. It was my greatest inspiration to watch 

her in the wings and my greatest lesson.” 

A whole group of Italian dancers followed Zucchi and met 
with success, among them Carlotta Brianza* who created the 


* Brianza was also associated with the revival of The Sleeping Princess at 
the Alhambra in 1921, taking the role of the Fairy Carabosse, a sentimental 
gesture that appealed to Diaghileff.—A. L. H. 


70 BALLET PANORAMA 


role of the Princess Aurora in The Sleeping Princess, Cornalba, 
Limido and Pierrina Legnani. A long way after Zucchi 
Legnani was the most important of these. She was the last of 
the great foreign stars to secure the great roles. She was not 
an actress, but a dancer of dazzling virtuosity and impeccable 
precision. She popularised, if she did not actually invent, the 
fouetté so familiar to-day and her thirty-two fouettés in The 
Swan Lake were an event. She never missed them and after 
feverish counting on the part of the audience would wind up 
to a thunder of applause. 

This fouetté of hers was greatly debated and some study of it 
helps us to connect technique and artistry in ballet. Svetloff 
wrote in his Le Ballet Contemporain: 

‘‘The quantity and the complication of classical steps grows; 
certain of them, such as the fouetté of which strong dancers 
can perform as many as thirty-two belong to acrobacy or at 
any rate gymnastics. . . . Let us think, in theory if instead of 
thirty-two fouettés a dancer can perform forty-eight, or sixty- 
four or any given number: what will happen? The human 
being will become a machine. . . .” 

Dancers to-day can perform forty-eight or sixty-four and 
have not yet become machines, for the trick is no longer 
exceptional and choreographers have used it in connection 
with the sense of the story, as the spinning of the top in Jeux 
d’ Enfants, for instance. When Legnani first startled the world 
with it its use was less logical, though dramatically in Swan 
Lake it could be defended since while dazzling her audience 
she seeks to dazzle the Prince. 

Legnani aroused the sense of competition in the Russian 
dancers and undoubtedly hastened their complete triumph. 
When Kchesinska, the first of them, learnt to perform the 
sensational feat there was general rejoicing in which patriotism 


played its part. 
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(ix) The Russian Galaxy 


The first great group of complete Russian dancers are fortu- 
nately, with the exception of Anna Pavlova, still active and 
amongst us. After an introduction here they will appear once 
again in the contemporary scene. 

It would be difficult to imagine a finer flowering of ballet 
talent. They had taken to them all the influences that I have 
outlined, they were the direct and logical outcome of the work 
and study of generations and for the first time in the history 
of ballet the tradition was in the hands of one institution alone. 

Mathilde Kchesinska, the ballerina assoluta, was of Polish 
descent. Her father, a famous exponent of the mazurka left 
Warsaw for the St. Petersburg stage and remained there. His 
daughter made rapid progress, became a favourite at court 
and was soon a national figure. She excelled in such roles as 
Esmeralda, and joined wit and intelligence to very great 
technique. 

Olga Preobrajenska rose from the corps de ballet by sheer 
hard work to become one of the most popular dancers in 
Russia, excelling in comic roles, but versatile as they all were. 
Her influence to-day as a teacher through the hard analytical 
work that she undertook to make herself a great dancer is the 
greatest of all. 

Vera Trefilova represented the pure classical influence that 
made her Swan Lake unforgettable. She had fire and tempera- 
ment in plenty, they could be sensed, but she kept them in 
check. They gave the most difficult feats meaning and poetry. 
Her work had exceptional nobility and when she danced in 
London in 1921 for Diaghileff she demonstrated to the public 
the meaning of Russian classicism, the nobility of large flowing 
movements, the concealment of technical difficulties, their 
subordination to the role. 
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These great dancers, Egorova, Vladimiroff and others 
dominated the Imperial stage of St. Petersburg until the 
revolution, only occasionally dancing abroad and then not 
under ideal conditions. But by then the centre of activity had 
shifted from Russia to the travelling company of Serge 
Diaghileff. 


(x) Pavlova 


Anna Pavlova, a Russian ballerina of this grand epoch must 
be treated at some length and on her own. 

Pavlova’s public was entirely different from that of the 
Diaghileff ballet, different and larger by far. Her artistry has 
been commented upon lamely enough both by others and by 
myself on endless occasions. It is not my intention to add to 
that commentary here, but to place her in the balletic scheme 
of things alongside Camargo, Taglioni and Zucchi, those 
individual dancers who influenced the development of the art 
almost as much as the Beauchamps, Noverres and Fokines 
who made them dance. Pavlova was born of the system I 
have just discussed, she became at first its greatest ornament, 
then the inspiration of those that rebelled against it and finally 
she followed her own glorious path, an individual who 
touched both the old and the new at points. 

Anna Pavlova was born in St. Petersburg, 1882. She passed 
into the ballet school at the customary age of ten at her own 
very great wish. She was frail of physique, a type altogether 
unusual at the ballet schools at a period when thirty-two 
fouettés were an ideal, when a high degree of virtuosity was 
in great demand. She finished school at the age of seventeen 
with the grade of premiére danseuse. She was instantly marked 
out for a glorious career. As the late Valerian Svetloff, a 
spectator on that historic occasion, wrote, “it was on this 
evening that for the first time the public saw the pupil Pavlova, 
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and it was on this evening that for the first time she attracted 
the attention of everybody”. This young pupil was a direct 
link with the main tradition of the art both in France and 
Italy; pupil of Christian Johannsen, the pupil of Gustav 
Bournonville, the pupil of Vestris, le diet de la danse himself. 
Later she was also taught by Enrico Cecchetti, pupil of 
Giovanni Lepri, pupil of the great Carlo Blasis. No one could 
have had a more distinguished artistic ancestry, a fact that is 
of the utmost importance. That same aristocracy will be found 
in the records of all the truly outstanding dancers. It is for that 
reason that I am so insistent on the early scenes of this ballet 
panorama, they colour the whole of the contemporary scene, 
making its direction clear. 

One of the earliest ballets in which Pavlova confirmed her 
growing reputation was Giselle. She had not only the tempera- 
ment and the dramatic ability, but the perfect physique able 
to make the spiritual second act convincing in spite of the 
difficult technique required, in spite of the quaint and very 
pedestrian music. Her success in such a role once again turned 
the attention to the romantic white tarlatan period and made 
her the focus of those who were dissatisfied with the Italian 
inspired over technical development of ballet. The repertoire 
of the Imperial Theatres was not sufficiently elastic to allow 
her to shine as often as she deserved, Fokine was the creator 
obviously suited to her, and Fokine was not yet acknowledged 
at home. Also, the Russian balletomane was a diehard of the 
diehards and there were other favourite dancers so firmly 
established that they made her position a delicate one. She 
left the Imperial stage to join Diaghileff and with her there left 
a part of the old tradition and a strong new tradition that was 
to be planted wherever she danced and the whole world was 
her stage. 

In the Diaghileff milieu she was also not completely in her 
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place, as we shall see when we investigate his aesthetic, and for 
various reasons artistic and personal she left him to start her 
glorious career as an individual. 

There are those who say, and I said it myself at the time, 
that she would have performed greater artistic work with 
Diaghileff. To-day with more experience and the opportunity 
of viewing her as a part of history I can see that that judgment 
was wrong. She would only have been able to follow Diaghileff 
for a very short period until Fokine’s departure in 1912 and 
while Diaghileff in his later phases was going in for reckless 
modernistic experiments she alone preserved the standards 
of the main tradition. Together they maintained a perfect 
balance and without the two together the whole of the con- 
temporary scene would have been entirely different. Her public 
was the whole world, his the coterie of brilliant artists, pseudo- 
artists, aristocrats and pseudo-aristocrats whose round con- 
sisted of Paris, London, Monte Carlo and Venice. Looking 
back upon the last phase of both Pavlova and Diaghileff one 
is forced to the conclusion that it is his work and not hers 
that appears old-fashioned. The Swan, beyond question a 
masterpiece, and even the ancient Fille Mal Gardée when she 
performed it had a greater artistic integrity than The Blue 
Train or The Cat, amusing seasonal adventures. Pavlova has 
left an inspiration, Diaghileff a method of collaboration, a 
recipe that can and is being carried on. It is possible to show 
his direct influence on a chart, hers is less concentrated but 
none the less powerful. We owe to her a world audience, to 
many her name is synonymous with the dance, and to her 
example we owe an example of perfection that has filled 
dancing schools from London to Brisbane. 

Both Pavlova and Diaghileff demonstrate the extraordinary 
vitality of ballet as a theatre art form. With them we start an 
entirely new period, that of the democratisation of ballet. 
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Previously, as we have seen, this has been a story of courts, 
Inperial Rome, Versailles, St. Petersburg, with the ballet first 
as the playground of monarchs, next as the plaything, upon 
which they lavished money. The Russian balletomane is repre- 
sented by the abonné who sits in the front row of the stalls, 
the box-holder and the members of a definitely privileged 
class. Pavlova and Diaghileff start a ballet revolution twenty 
ycars before the great social upheaval. They give ballet to the 
general public, to anyone who can produce the price of a 
stall, and essentially to the gallery queue. Ballet not only sur- 
vives but grows in strength, finds a vast public in America 
and the Dominions. And in Russia herself the institution that 
was the favourite of the court survives that court and becomes 
the favourite of the commissar and the industrious workman. 
Ballet popularly supposed to be a hot-house flower is hardy, 
an evergreen. The new public and the altered conditions mean 
a change of direction from the grandiose to the comparatively 
simple save in Russia where a commissar’s money is as pro- 
ductive as an Emperor's. 

The greatest effect of this ballet democratisation brought 
about by Pavlova and Diaghileff has been economic. Pavlova 
was unique in her popularity, Diaghileff enjoyed many sub- 
sidies, but it is obviously impossible to-day for ballet to make 
such rapid artistic strides when it must keep one eye on the 
box-office. Pampered it could try experiments, to-day ex- 
periments cost too much. Also when the box-office calls the 
tune the dancers are forced and inevitably made to work too 
hard. The result must be an early and an incomplete flowering. 
Ballet will adapt itself and exploit new aspects of the dancer, 
but gone is a certain finish so great a feature of the dancers of 
yesterday. This change from Tsar to box-office is balletically 
a greater change than from Tsar to commissar and will be 


underlined in future histories of the ballet. 
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The story of the part played by the great ballerinas who 
remained in Russia, Pavlova’s predecessors and contempo- 
raries at the Maryinsky Theatre, by a strange freak of history 
belongs as we shall see to the contemporary scene. Pavlova 
was exiled in a sense through their strength, because of her 
individuality that gave her the desire to shine alone, Diaghileff 
because his aesthetic was years ahead of the bureaucratic 
machine, the great Maryinsky ballerinas as a part of the emigra- 
tion that followed the revolution. For these causes the centre 
of creative activity shifted from Russia, a gradual emigration 
that lasted from 1907 until about 1920. The accident of 
revolution that had scattered so many French dancers and had 
undoubtedly enriched Russia once again plays its part in the 
strange history of ballet, half accident half design. 

The ballet in Russia still continues shut off from the rest of 
the world, perfect in training and execution, old-fashioned 
and definitely pre-Diaghileff in its aesthetic. The Red Rose is 
in form the least revolutionary of all ballets. It is impossible 
to say what will follow but Russia to-day no longer belongs 
to the living art of ballet. It is a muscum of what was accom- 


plished in the days of Tsardom. 


(xi) Fokine and Diaghileff 


Like Pavlova the Diaghileff movement is an offshoot of the 
Imperial Russian Ballet, starting its life as the travelling group 
of the great and wealthy parent organisation. 

In any formal history of the group it is difficult to know 
with whom to start, Benois, Diaghileff or Fokine, but in a 
study of ballet tradition Fokine’s is the obvious name, and on 
the whole Fokine has in many quarters had insufficient credit 
for what he has accomplished in the past. Not unnaturally, per- 
haps, since he is so much still a part of the contemporary scene. 
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When Fokine started to emerge as a conscious artist eager to 
express himself the way was blocked not so much by Petipa 
as an individual as by the balletomanes who applauded his work 
and had grown up in his tradition. To praise Fokine does not 
mean to denigate Petipa. Fokine could not have existed 
without Petipa, each one is the great man of his period, very 
far ahead of the public that watched their early work and 
damned them in the name of a predecessor. Petipa himself 
generously foresaw the greatness of Fokine and encouraged 
him. I have drawn a picture of the ballet at the time of Fokine’s 
emergence. To-day a portion of Petipa’s work still remains, 
curtailed and unconsciously greatly altered by the viewpoint 
of the modern dancer. It was inevitable for the movement to 
beget its own rebel, as every academic movement has done, 
a rebel who one day will head a new academy. Fokine is 
wrongly thought of as a revolutionary and my own word 
rebel is misleading. He did not destroy or break with all 
tradition, on the contrary, in many respects he returned to the 
tradition of Noverre that had long been forgotten. He pre- 
served intact the legacy of teaching that had come down from 
Carlo Blasis. The very basis of the dance remained unchanged 
and has survived intact to this day. He merely evolved a new 
use for it, at one time simpler and more complex. Simpler in 
the sense that he departed further from acrobacy, movement 
for the sake of exploiting difficulty, than had ever been done 
before, more complex in what the movement had to express and 
most especially in the relation between music and movement. 

The simplest relationship between music and movement is 
the one in which music is merely a rhythmic accompaniment 
to movement. That is the primitive relationship of the two, 
strangely enough the one which the modernist dancers with 
their percussion accompaniment invoked so shortly after the 
war, when the Central European school of dancing, a form of 
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war neurosis began to interest a wide public especially in the 
United States where there was as yet no ballet tradition. It is 
significant that in England the new movement never gained 
ground. England had already become the champion of ballet. 
Fokine like Noverre wished to establish an equal partnership 
of the arts that compose ballet, one in which the harmonies 
in line and colour of the painter, in pattern and atmosphere 
of the music, and in step, gesture and mime of the dancer 
expressed parallel emotions. To-day the idea seems obvious, 
then it was a startling rediscovery. Fokine also postulated a 
naturalism within the convention of ballet, which we also take 
for granted. Any work to-day that offended against this would 
be laughed off the stage. It is interesting to note in passing that 
Lucian awarded the palm to ballet as against opera for this 
very reason, and laughed at those works that offended against 
his sense of naturalism. 

Petipa and Fokine can be directly compared in their bird 
dances. Petipa’s Blue Bird is a brilliant dance, Fokine’s Swan 
goes much deeper and is in substance a drama of life and 
death. The Swan was a manifesto of a new departure. 

Another great reform in the spirit of Vagano consisted in 
the use of the corps de ballet, a reform that has had the most 
far-reaching consequences of all in the development of the 
dancer. Before his time ballet had three or four ballerinas, 
whose career was evident almost from the moment of their 
graduation, a handful of solistes and the remainder an orna- 
mental background, highly drilled as Tiller girls, but with as 
little personality save in the mass.* 

In Les Sylphides Fokine produced a ballet in which each 
dancer had to be an artist, had to understand something of the 
content of Chopin’s music, in Carnaval he went still further 


* They were known as “‘prés de la fontaine’’, as an ornamental fountain 
was a usual background.—A. L. H. 
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and produced a work in which each dancer is an artist with a 
role, in which each role is highly characterised and the old 
corps de ballet completely forgotten. Even in Scheherazade where 
a large number of dancers are employed on the stage they 
emerge from the mass and become individuals for a moment 
or two, while Petrouchka is a complex work with fifty or more 
characters, acting almost the entire time. Compare any one 
of these works to Swan Lake, even the very modernised version 
we know to-day, and the distance between Fokine and Petipa 
can be fully appreciated. Moreover, Petipa in partnership with 
Tchaikovsky is Petipa at his greatest and from contemporary 
accounts one can imagine the sixty odd ballets that have not 
survived. Fokine’s use of the corps de ballet which has since 
been extended by Massine and Nijinska has made possible the 
modern conception of a ballet company, as a body that does 
not depend upon stars for the successful presentation of its 
works. Stars there will always be, the public makes them in a 
season or so, but instead of accepting one star, the public 
creates half a dozen or more and there is constant movement 
within the composition of a company. 

In that way Fokine has extended the influence of dancers 
and made possible the growth of ballet the world over. Later 
we shall sec the small solistes who because they were taught 
to think and behave as individuals were able to found move- 
ments of great importance, ultimately playing a bigger role 
than many a star performer. This principle has been damaging 
only in one direction, it has made a first-class corps de ballet, 
on the rare occasions when it is still required, into almost an 
impossibility. 

Fokine shifted the focus of the public from legs and feet to 
the whole body, did not destroy the point, but used it in 
accordance with his theories of naturalism. Romantic ballet 
had made the point a necessity, how else could a dancer seem 
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truly aethereal? But the conquest of the point and the blocking 
of shoes had made toe-dancing a synonym for ballet and the 
horrible term, a reproach if ever there was one, still persists, 
used by fond parents to express the particular activity of their 
children in pantomime. If Isadora Duncan in condemning 
ballet actually meant the indiscriminate use of toe-dancing, then 
she was perfectly correct. 


(xii) Isadora Duncan 


Isadora Duncan plays a certain role in this story, a smaller 
one than is popularly believed. This inverted puritan of genius, 
compelled by an inner urge to express herself in the dance, 
came from outside the tradition we have been following. The 
tradition she claimed was that of Greece, but it was not a 
tradition as much as a sentimental view of the far distant past 
inspired by visits to the museum. She was a great artist and she 
would still have been a great artist had she been brought up 
in the tradition of the classical ballet. Her range would have 
been greater and the tragedy of her final appearance might 
well have been avoided, since the discipline of the orthodox 
technique would have given her a hold on sanity as well as 
a firm basis for self-criticism. She was great in spite of being 
outside tradition and not as her admirers would have it because 
of her defiance. Her theories on dancing are too vague and 
nebulous to bear analysis and her attacks on ballet often un- 
founded and always due to a misunderstanding, the belief 
that the class-room exercises were the art and not merely the 
medium. It would be as logical to attack painting after looking 
at a palette and a paint box.* Moreover, she was gloriously 


* At least one dancer made her forget the technique of ballet. “I am an 
enemy of ballet which I consider false and absurd”, and in the very same 
sentence ... “I could not help applauding the fairy-like apparition of 
Kchesinska fluttering on the stage more like some charming bird or butterfly 
than a mortal.”—A. L. H. 
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inconsistent when she attacked the use of shoes in dancing, 
comparing their use to that of a pianist wearing gloves. Ac- 
cording to this comparison the use of a piano, a thoroughly 
artificial instrument, is to be condemned in itself and the dancer 


should appear naked and 
not hampered by any 
clothes at all! To attack 
artistic tradition by invok- 
ing nature (not naturalism 
within the convention) is 
logically to hold an alto- 
gether impossible position. 

It is for these reasons 
that I belittle not Duncan’s 
status as an artist, but the 
extent of her influence on 
this art whose strong tradi- 
tion we have so far fol- 
lowed. Influence there 
certainly was. Isadora 
Duncan came to St. Peters- 
burg at a time when the 
technique of dancing was 
paramount, when there 
were half a dozen dancers 
of exceptional merit but 
when ballet itself was 
almost at its lowest ebb. 





ISADORA DUNCAN, 1912 


From a Drawing by Bourdelle 


She discarded traditional costume and shoes, as Sallé, a 
ballet dancer had done 250 years before. She danced to 
the music of acknowledged composers and tried to inter- 
pret their feelings. She immediately attracted the attention 
of all those who were dissatisfied with the actual state of 


M 
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the ballet, among them the young Fokine who was enthu- 
siastic, for here was an artist who echoed his own feelings. 
I have no doubt that her example was a strong inspiration, 
especially in the use of music that it had previously been con- 
sidered sacrilege to touch. Where the influence may be most 
felt is in the Greek ballets. His first Eunice was directly inspired 
by her, but in Daphnis and Narcisse, later works, he has gone 
altogether further than Duncan, through using a more highly 
trained medium. To see as some have done her influence in 
the majority of his work is absurd. Nothing could be further 
removed from Duncan than the romantic, the Russian or the 
Oriental series. This so-called influence amounts to nothing 
more than a general inspiration of the kind a good and brave 
artist can give to another and a hint in the production of the 
Greek works, certainly not more than a hint, for Fokine is as 
much a museum man as Duncan and his Greek choreography 
is based on a very detailed knowledge of Greek sculptural 
accents. Duncan’s greatest role may have been in interesting 
a public of artists and sensitive people to the dance medium 
which they had previously misunderstood. In any case she 
remains the only dancer outside all tradition whether national 
or ballet to play a role in this story. 


(xiii) Russian Ballet leaves Russia 


What played the most important part of all in the formation 
of the young Fokine was his wide education in the true 
Noverre-Blasis sense of the word and his catholicity of taste. 
He was an accomplished musician theoretically and in practice, 
he painted with skill and he had also passed through the 
dramatic schools. Had circumstances not given him a chance 
in ballet he would certainly have excelled in one of the other 
branches of art. 
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Ballet is born of its dancers and maitres de ballet, but Lully 
and Beauchamp must also have their Louis, Istomina her 
Empress Anne and if the Imperial Theatre is not ready to 
receive Fokine’s idcas, he must find a substitute or leave ballet 
aside, as he so nearly did. 

Fortunately for the art Fokine was to find his Louis and 
somcthing more in the person of Sergei Pavlovich de 
Diaghileff, for Diaghileff was far more than a Maecenas. His 
guidance of the dancers and choreographers under his charge 
was greater than they realise and certainly greater than they 
would ever care to admit. In a sketch such as this it is quite 
impossible to assign to him the actual role that he personally 
played in the history of ballet. I have attempted that elsewhere. 
But it is only fair to state that without him his most famed 
collaborators, dancers, choreographers, painters and musicians 
could only have given a fifty per cent result. 

Alexandre Benois and his small circle of artists and thinkers 
by whom the journal The World of Art (Mir Isskoustva) was 
later formed were in their way as disgusted with official art 
as was Fokine with official ballet. Each was tackling his problem 
from very much the same point of view, to replace an artificial 
academism by a living formula. This is a superficial manner in 
which to describe an important artistic movement, but here 
we are only concerned with its immediate effect upon the 
ballet and its tradition. Benois’ group led by the vigorous 
young Diaghileff; who through them had had an admirably 
catholic training in the arts hit upon ballet as the perfect 
medium for the expression of their new ideas, a medium that 
combined all the arts and the one best calculated to produce 
rapid results. Previously they had had no close connection 
with ballet, though Benois had always loved it and through 
the Italian dancer Virginia Zucchi had learned how expressive 
dramatically a dancer could be. It was only natural that this 
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group should find a similarity of aim with Fokine, Pavlova 
and the new generation of dancers, irked by the formula of 
a veteran. There was no accident in that, a collaboration was 
in the natural sequence of events. Accident brought about by 
the conflict of personalities, however, was responsible for the 
fact that the fruit of their collaboration ripened in Western 
Europe and not in Russia, bringing about the democratisation 
of ballet and its wide spread, the wholesale emigration of 
dancers, the biggest event in the history of a previously 
pampered art. 

Diaghileff entered the service of the Imperial Theatres under 
Prince Wolkonsky (1902), a highly cultured man who was 
also a reformer by intention, quarrelled with him and was 
shown the door. Even so the new conception might have had 
a showing had not Wolkonsky in his turn come into conflict 
with La Kchesinska in which he was ousted and the director- 
ship of the theatres fell into the hands of Teliakovsky, a 
reactionary of little taste. 

Two men disagree, a director tries to admonish a ballerina 
and fails, very trivial everyday occurrences but with far- 
reaching consequences that the individuals could not for a 
moment have foreseen. The Russian Imperial Ballet could 
continue with Diaghileff outside, but he was to take the 
inspiration and the major development with him. 

At the time of these happenings ballet outside of Russia 
was dormant, there were good dancers but that is all. Ballet 
at the Paris Opéra, its great home of yesterday, was merely a 
pleasing rest from the more serious business of opera, the male 
dancer scarcely existed and women performed male roles en 
travesti. In London ballet was popular at the Empire, well 
enough danced, but in no sense an art for the sensitive or the 
musical. In both these capitals it could not be compared with 
the Russian ballet from which Fokine had revolted, either in 
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extent or artistry. In importing ballet Diaghileff had to revive 
a name that had no goodwill, that interested but a handful 
and that excited the scorn of most intellectuals who were just 
able to sit through the ballet in Faust. Ballet meant for a few 
le foyer de la danse, for the masses pretty girls, light music, 
chatter, an evening off. Within a year of appearing in each 
capital Diaghileff had completely reversed the position. The 
finest musicians, the finest painters thought in terms of the 
new medium, Karsavina and Nijinsky rivalled any opera 
singer in popularity and the intellectual or pseudo-intellectual 
adopted ballet without a trace of condescension. 

The reasons for this were many; certainly as much the 
sudden renewal of contact with the main tradition as the 
Fokine-Diaghileff reforms. It is interesting to note that Prince 
Igor, to this day never omitted from any repertoire, was by 
far the most popular work. 

Dancing as we have seen started as an essentially male art, 
women at first did not participate and even as late as the early 
nineteenth century Vestris was le dieu de la danse and Mlle 
Lany, the finest dancer of the day described as “presqu’a la 
force de Vestris’. The man still set the standard. It was only 
in the romantic period that the man completely lost his status. 
We have heard Gautier’s disgust at male dancers and noted 
the exception that he made in the case of Perrot described as 
a male Taglioni! Man soon degenerated into a mere porteur 
and finally in some countries disappeared altogether. In Russia 
this was never altogether the case, and it is a common misap- 
prehension to credit the recovery of male prestige to Diaghileff 
and the supremacy of Nijinsky, though this did turn the 
balance. Petipa made his greatest creations for women but the 
Maryinsky always had its full equipment of men many of 
whom made their name, quite apart from their ability as 
partners. Serge Legat, before he committed suicide made a 
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great reputation in Russia as a coming dancer, Karsavina's 
father and Kchesinska’s father had big names and Nijinsky 
himself was famous from his schooldays many years before 
he joined Diaghileff. After Diaghileft’s departure Vladimiroff 
was famed in St. Petersburg, Volinine and Novikoff in 
Moscow. 

It is obviously impossible to have balanced choreography 
without the male element. It is impossible to show to 
the full the quality of female movement without the con- 
trast, it is impossible to interpret any interesting music, 
it is impossible to have any developed dramatic content. 
The fairy princess must have her cavalier both to lift and to 
love her. 

Prince Igor showed a greater quantity of men on the stage 
than had previously been seen in Western Europe, virile men 
led by a fine dancer-actor Adolf Bolm who played a very 
great part in popularising ballet. Also Prince Igor was truly 
Russian and the national aspect of an international art has 
invariably the strongest appeal. The ballet in its more accepted 
sense of the word such as Les Sylphides had its success too, 
largely on account of Karsavina and Nijinsky but it was not 
fully understood for some time until the beautiful and simple 
dramatic duologue Le Spectre de la Rose had taught the public 
to distinguish between the toe-dancing they had known and 
ballet dancing in the sense of the great tradition. Scheherazade 
and Cleopatra brought colour and the work of a new artist, 
Leon Bakst. Where before ballet décor had consisted of pinks 
and baby blues, frills and ribbons within a built-up set, here 
was something savagely exciting. It seemed revolutionary but 
in fact it meant the return of the painter into the partnership, 
which he should never have left. Immediately previous to 
Benois and Bakst the ballet decorator was a highly competent 
craftsman who dressed the finished work, while in the earliest 


75 Leonide Massine in Le Chapeau Tricorne 





sulyoureg sadioasy LL eysuifiny gf 





BALLET IN RUSSIA AND RUSSIAN BALLET 87 


period he had been the best painter that the court had at its 
disposal, very much a part of the whole. Diaghileff in return- 
ing to the best artists of the day was following closely in the 
footsteps of his great predecessor Louis XIV and for twenty- 
five years he could truthfully say Le Ballet c'est moi. He was 
the first commoner in a post that had been held by Kings 
and their viceroys since the days of ancient Rome. He had 
created a new méticr. 

To Western Europe he brought in rapid succession two 
startling musical innovations; the first the creation of ballet 
to music that had already been accepted on its own merits 
and later with L’Oiseau de Feu and Petrouchka original music 
that had merit even when divorced from the action. In Bakst 
and Benois he found his Boucher, in Stravinsky his Lully. 
With the exception of Tchaikovsky’s three ballets, The Sivan 
Lake, Casse Noisette and The Sleeping Princess and Glazounov’s 
Raymonda and The Seasons, ballet music had become little 
more than an accompaniment. 

With Diaghileff’s début in Western Europe ballet was 
nearer to the ideals of Lucian and Noverre than it had been 
for generations and also, more popular. It had to be when the 
general public was its main support. 


(xiv) After Fokine 
When Fokine left Diaghileff and Nijinsky assumed his brief 


reign temporarily the aesthetic of ballet underwent an enormous 
change. Nijinsky trained in a rigid classicism and as a dancer 
the most notable exponent of classicism turned his attention 
to the creation of works that seemed the antithesis of the 
traditional ballet. Without being altogether successful through 
insufficient knowledge Nijinsky nevertheless hinted that ballet 
could enlarge its boundaries. It is interesting, for instance, that 
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in Jeux for the first time for many generations he treated a 
contemporary subject. We have seen that this was not in itself 
revolutionary but well supported by precedent. His three 
ballets revealed to Diaghileff the fact that ballet could succeed 
by shock and surprise as well as by pleasure. Conservative by 
taste and tradition he learnt a new method from the scandal 
and resulting publicity of I’Aprés Midi d’un Faune. But how- 
ever far ballet may leave its origins it invariably returns and 
Nijinsky dancing Spectre de la Rose or Les Sylphides was 
greater and had more meaning than Nijinsky, choreographer 
of Le Sacre du Printemps. 

In Massine Diaghileff found a creator who could follow up 
Nijinsky’s suggestion, enlarge the boundaries of ballet with 
the minimum of distortion. La Boutique Fantasque is purely 
classical in form, conventional in subject yet with a point of 
view that had not been exploited. It survives to-day where 
the Fairy Doll* on the same subject without a Pavlova to give 
it life is an empty formula. Massine enriched the actual move- 
ment available in ballet without in any way departing from 
the basic tradition. Later with de Basil he proved that tradition 
could seize hold of the so-called expressionist dance and use 
it, just as the ballet had exploited folk dancing in the past. 
His dances created by Verchinina in Les Présages and Chore- 
artium are a revelation in that respect. Mary Wigman, a very 
remarkable personality, if not a great dancer, plays her part 
in this stage of our story just as Duncan did the gencration 
before, but to a lesser degree. Even Massine’s most “‘revolu- 
tionary’ ballet for Diaghileff Le Pas d’Acier was no real 
departure from tradition. The work dance had been exploited 
since the earliest days of the art. 


* It is curious when Catherine Littlefield revived The Fairy Doll at the 
Hippodrome, 1937, how many people thought that it was a recent imitation 
of La Boutique Fantasque, many of them self-confessed balletomanes at that. 
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Both Nijinska and Balanchine who succeeded Massine had 
the strongest possible links with tradition and never departed 
from it. 

The point that I am aiming at is that in spite of cries of 
revolution and of a breach of tradition, basically ballet remains 
unchanged. Only in minor points is there a difference. The 
new choreographer brings a new point of view, uses the old 
technique in a new way and adds something of himself to it. 
If he fails to do so, ballet meets with a lean period and the 
public falls off. Contemporary opera is in this unhappy posi- 
tion, as much for the lack of inspired producers as anything 
else. Nijinska’s Train Bleu was one of those allegedly revolu- 
tionary works. What actually did it revolt against? Nothing 
basic, merely the romantic phase of ballet. The subject was 
topical and satirical and the technique introduced acrobatic 
movement into the classical dance. All of which had been done 
before. 

The basis of all ballet lies in the schoolroom and all 
Diaghileft’s dancers were the pupils of Cecchetti, pupil of 
Lepri, pupil of Blasis, etc. That is the important fact. Diaghileff 
may after the War have written a diatribe against romanticism, 
hailed the new because it was new, and he may even have 
believed it at the time, but he never even investigated the 
possibility of a new technique to express these new ideas. 
Revolutionary Russia has failed to evolve a new technique in 
spite of early trials and to-day no longer desires it. The tech- 
nique of the classical dance is in fact supple enough to be used 
in any required direction; in drama as in Petrouchka, romance 
Les Sylphides, acrobacy and satire Le Train Bleu, folk dance 
Prince Igor and Le Chapeau Tricorne and so on. There are 
different conceptions of that technique; the French, the Italian, 
the Russian and one day there will surely be the English, to 
the expert those differences are great, but all of them would 
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be easily recognisable by Carlo Blasis for the art he developed 
and codified. 

What has varied far more is the literary conception behind 
the ballet. The littérateur has a definite place in ballet, a 
dangerous and difficult role to fulfil, Dangerous because too 
much in evidence he will mar the whole work and difficult 
because he shares his role with the musician who also suggests 
atmosphere. The wrong way and the customary way of 
creating a ballet in the bad periods immediately pre-Diaghileff 
for instance was to commission a story from a hack-writer, to 
commission or arrange some music that was rhythmically fit 
for dancing, to hand this over to a maitre de ballet who proceeded 
to ignore the story and to give to his ballerina the type of 
dances in which she had made her name. Then a costumicr 
would dress and decorate the whole according to his vague 
notions of the place and time of the action, taking the greatest 
care, however, to dress everyone in conventional ballet 
uniform. 

That was neither the way of Louis XIV with his Moliérc, 
Lully and Beauchamp nor of Diaghileff. An idea would be 
picked up out of the air so to speak and would then be attacked 
simultaneously by the various collaborators so that often it 
would be impossible to assign the initial credit to anyone. The 
inovator Diaghileff was returning to the origins of ballet for 


his methods. 


(xv) De Basil and Contemporary Russian Ballet 


" The effect of the death of Diaghileff while it was to create 
English Ballet completely paralysed Russian Ballet for a time. 
There was a well-trained army but no generalissimo and the 
army soon melted away in small groups carrying on a species 
of guerilla ballet. Lifar after a short spell in revue went to the 


78 Serge Grigorieff, régisseur of Russian Ballet from 


1909 to the present day, on tour 
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80 The Russian Ballet in Hollywood: a Group including 


Toumanova, Grigorieva, Riabouchinska, Baronova, Massine 
and Lichine, with Charlie Chaplin and Paulette Goddard 
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82 The Russian Ballet in mid-Atlantic: a performance 
of Le Beau Danube on the Normandte 


83 Left to Right : Vera Zorina, Captain Bruce Ottley 





84 Left to Right : Eglevsky, Nemchinova, René Blum, 
Hofmekleris and Fokine 


85 Rehearsing with Fokine 
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Paris Opéra, Dolin, Markova and others came to England to 
take part in the new activities there; a few joined the Pavlova 
company so soon to be disbanded, and a group under Grigorieff 
went to Monte Carlo. Twenty-five years’ work was scattered 
in a few weeks, the inevitable result for a company that had 
no home. The Diaghileff company dissolved just as those small 
wandering family companies had done in Italy. 

The outlook for ballet was desperate. England could not 
proceed without guidance, though the material was there, 
Paris was supremcly uninterested, Russia was isolated and had 
missed the main evolution, Denmark had a small flourishing, 
but strictly local affair, Milan and Rome had forsaken ballet 
for opera, America was almost hostile. An interval of ten 
years or more would have destroyed everything, since, as we 
have secn, no written records count for much in an art whose 
very strength lies in the fact that it is handed on from person 
to person. 

In ten years living ballet might have died, in a few months 
no one could revive the Diaghileff company. During the last 
years it had been his more than ever, his leading dancers were 
too young to have learnt their lesson well. They still needed 
his guidance. 

In 1930 the Russian opera under the guidance of W. de 
Basil and Prince Tseretelli came to the Lyceum for a season. 
It presented a few evenings devoted to ballet that were in- 
different artistically but nevertheless very welcome. The 
company left London and we heard no more of Russian Ballet 
till July 4, 1933. 

Colonel W. de Basil, however, through this brief experience 
had seen the great demand for ballet and realised that the 
opportunity had come to form a company. He was not by 
origin a man of the theatre but a Cossack who had enjoyed 
an adventurous military career. He was fond of dancing and 
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began his connection with the theatre by starting a very small 
ambulant troupe with his wife, and niece. He showed a re- 
markable flair for his new métier. After his opera experience 
he turned his entire attention to ballet. There were many 
others, men of wide experience, ready to take on the task, 
but they lacked de Basil’s driving force and also the ability 
to start on a new ground, with a new idea. 

De Basil did not attempt to revive the Diaghileff Ballet or 
to collect the scattered dancers. He took with him Serge 
Grigorieff who had been stage director since 1909, Georges 
Balanchine as choreographer and a strengthening handful of 
dancers from the old régime. With René Blum at Monte 
Carlo, cradle of dancers since 1910, he started a new company. 
For the majority of his dancers he went to the Paris studios 
and that is how the pre-Diaghileff dancers play the biggest 
role in the contemporary dance, linking the emigration with 
the Imperial Court. 

From Kchesinska he took Riabouchinska, Rostova, Tara- 
kanova, from Preobrajenska Toumanova, Baronova, Sidorenko 
(now Grigorieva) and many others. He found dancers in the 
studios of Trefilova, Egorova and Volinine. Since he has taken 
them from Novikoff in America, from Poliakova in Belgrade, 
Edouardova in Berlin and in England from Marie Rambert. 

Thanks to the wide experience of these great dancers the 
new generation has found technique to be easy and ballet has 
been able to advance in a virtuoso direction, all the first works, 
Cotillon, Beau Danube, Jeux d’Enfants, Concurrence stressing the 
fouetté. The young dancers lacked stage-craft but compensated 
for it by instinct. The great change that had come over the 
dance was the enrolment of so many whose parents had never 
been connected with the stage. Riabouchinska alone was the 
daughter of a dancer. The pedigree still existed, a pedigree of 
tradition but not of blood or environment. This undoubtedly 
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96, 97 ‘Vamara ‘Toumanova in Aurora’s Wedding 








96, 97 ‘Tamara Toumanova in Aurora’s Wedding 





g8 Irina Baronova in Le Cog d’Or 








99 ‘The Last Movement of Choreartium, danced by 
the de Basil Ballet 





100 Jeux d’Enfants, danced by the de Basil Ballet 
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102 A Dressing-room at Covent Garden 





103 Make-up: Mark Platoff as Malatesta in 
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gave a fresh outlook and a contact with humanity that has 
been able to convince a wide new public. 

Its drawback is the same as Diaghileff’s, the lack of a per- 
manent home which makes itself felt still more since the young 
dancers have not had sufficient time to be really well grounded. 
This may not be strongly noticeable at the present moment 
but it will become so when the turn of the young dancers 
arrives to hand on their art to others. 

It is interesting that under de Basil Alexandra Danilova, last 
of the dancers grounded in the old manner, has continually 
developed in artistry and this must be attributed to the 
grounding she received. 

In aesthetic the new Russian Ballet has not departed very 
far from the old, the majority of whose repertoire it carries. 
It has restored youth to an organisation that was weary in 
spirit, that recoursed in its weariness to momentary sensations 
that could not endure. In this manner it has increased its public. 

The symphonic ballets do not in any sense mark the begin- 
nings of a new school or aesthetic, save that through them 
Massine has enlarged the repertoire of movement. They 
remain isolated experiments though fundamentally they fit into 
the tradition we have discussed. Even the pure abstraction of 
Choreartium has its precedent but it can clearly never point 
the direction of the future. The most complete works of the 
company Cotillon and Jeux d’ Enfants for all their modern garb 
are a part of the whole that is ballet. They express their time 
as every great work must. The tendency has been a return to 
the purest classicism and an absolute banishing of the many 
distortions that were creeping into the dance. 

To-day de Basil who has acquired the repertoire of 
Diaghileff and Pavlova holds in his hands the history of the 
past and the possibilities of the future, until such time as 


national movements have absorbed enough tradition to stand 
Oo 
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alone and even then they will need the stimulus of a company 
that travels to prevent a too great insularity. 

A knowledge of the history of the past will prevent the 
nauseating habit of condemning the future in its name. Ballet 
is a closed family circle, but it expresses the spirit of its age 
and surroundings. The majority of yesterday’s gems, the 
corseted dancers, would in reality amuse us to-day, though 
we might applaud the exceptional individual. Ballet, the theatre, 
is not by its very nature enduring like painting or sculpture 
save in its basic principles. That which it strives to express, 
and even its technique, changes with the years. 

This whole sketch is a tribute to yesterday, but soon to-day 
will be yesterday likewise, and that is the only spirit in which 
it should be understood. 

The man who uses Diaghileff to damn de Basil and the 
Tsar to damn them both, neither loves nor understands the 
art. A study of its history would show him that his age, the 
age that he uses to condemn a new era that he cannot grasp, 
is but one small fragment in a constantly developing and 


changing scene. 
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123 David Lichine in l’Apres Midi d’un Faune 





124 Serge Lifar in Giselle 


125 Robert Helpmann in Giselle 
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PART FOUR 


The Birth of Ballet 
in England and America 


“Never become a dramatic critic, you will run the 
risk of hardening your heart and of looking coldly 
at what I have created with so much enthusiasm.” 

Auguste Bournonville 


(i) In England: Sowing the Seed 


THE pattern of ballet in England is an interesting one which 
it would have been impossible to trace before 1930, save as 
the history of an ever generous audience to visiting foreign 
artists, many of whom made their headquarters here. From 
1930 until the present the development has been exceedingly 
rich, even when narrated as a dry account of fact without 
any of the enthusiasm and optimism that actuality brings with 
it. To-day for the first time in its world history the ballet is 
indigenous in this country. 

Ballet in England in early days took the form of a masque, 
a combination of drama, song, music and dance which reached 
great heights of poetry, music and design during the Eliza- 
bethan age and which dicd with Merrie England, a death so 
absolute that England remains the one country in the world 
where the folk dance has had to be artificially revived, a work 
which is being done with extraordinary skill by the English 
Folk Dance Society under the guidance of Douglas Kennedy. 

95 
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It has often been argued that the artificial revival of the 
Folk Dance is an impossibility, and superficially there may 
seem something a little comical in sedate business men and 
women rather self-consciously performing the dances of their 
ancestors in a specially designed costume and in the Albert 
Hall or some other parish hall instead of on the village green, 
long since become a roadhouse. Apart from the fact that they 
very obviously enjoy it, ample justification in itself, this work 
is of the greatest value and will be of increasing importance 
as time goes on. It has created a living museum of national 
music and dance movement which will be invaluable to the 
English choreographer and which can give his work the 
national basis which it lacks. In the past there has been a stupid 
hostility between the Folk movement and ballet due to a mis- 
understanding of ballet and the use of “the points’ in par- 
ticular. This does not exist at the present day and ballet 
dancers should realise that there is a mine of information to 
be had at Cecil Sharp House. The international Festival of 
Dancing organised by the E.F.D.S. and held at Regent’s Park 
and the Albert Hall was of historic importance and while the 
English contribution was stiff and lacking in spontaneity com- 
pared with the true peasantry of other countries it was a step 
in the right direction. 

After the Merrie England period the English became the least 
chauvinistic and the most responsive audience in the world, a 
position they have retained until the present day. All the 
foreign celebrities visited London in turn; Guimard was 
acclaimed at Covent Garden.* Didelot produced at the King’s 
Theatre, Haymarket, between 1796-1800, Carlo Blasis at the 

* La Guimard wrote from London in 1784 when she was appearing at 
Covent Garden: “Since I am in this town they have not left me alone for a 
moment. I am overwhelmed with attentions from all the noble ladies 


especially the Duchess of Devonshire. ... The manner in which I am received 
everywhere is so flattering it might well turn a less balanced head.” 
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same theatre in 1826, but, it is important to note, without the 
same effect as in Russia which gave them such unlimited 
material to develop. Here they left us with nothing but a 
legend. Elssler visited London in 1834 before her Paris début 
and in 1845 London saw the great Pas de Quatre (Taglioni, 
Cerrito, Grisi and Grahn) at the express request of the young 
Queen Victoria. There were of course English dancers too, 
the most celebrated being Adeline Plunkett and the ill-fated 
Clara Webster who died from burns received on the stage at 
Covent Garden in 1844, but the English dancer was an 
exception, and made little headway abroad. 

After the golden age of the Romantic Ballet there was a 
lull everywhere in Western Europe, though later ballet 
became a popular form of light entertainment at the Alhambra 
and the Empire. Katti Lanner was a big figure in the eighties, 
Cecchetti and Legnani both visited this country, but from 
contemporary accounts we can see that while the dancing 
reached a high standard the productions had departed a very 
long way from the ideals preached by Noverre and Blasis. 

In 1897 Adeline Genée, a Dane brought up by her uncle 
Alexandre in the Bournonville tradition, made her début at 
the Empire and was the big figure in English dancing for well 
over a decade. Her influence on the future has been greater 
than anyone else’s during the Empire period. Countless people 
had their introduction to ballet through her and the memory 
of her artistry, quite apart from her many present-day 
activities, has been a great example and of invaluable propa- 
gandist force. 

In 1908 Lydia Kyasht was the first of the Russians to make 
her headquarters here and Anna Pavlova followed her in 1910, 
appearing (with a small company) at the Palace. Phyllis 
Bedells became the first English ballerina of note at the Empire 


in 1909, too early for a dancer of her abilities. 
P 
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It was the arrival of the Diaghileff company, in 1911, that 
started the new vogue of ballet considered as a serious art, it 
also made the position of the English dancer as an English 
dancer impossible until his death. 

“The repercussions of the Diaghileff Ballet on English 
University youth,” said Jacques Emile Blanche, “‘are scarcely 
believable. The influence of these performances is ceaseless on 
all intellectual activity in England.” 

But England was learning and English dancers taking their 
place almost unnoticed in Russian companies. 

Pavlova had filled her company with English dancers for a 
variety of reasons. She believed in thcir aptitude, she admired 
their discipline after endless trouble between her compatriots 
and the Poles, also, it became impossible to borrow dancers 
from the Imperial Theatres for the long tours she undertook. 
Although they retained for the most part their English names 
(Butsova née Boot was an exception) they could not attract 
much attention. Pavlova and Pavlova alone was the great 
attraction. Since her death a few have taken their part in the 
general activity,* Muriel Stuart one of the originals and 
entirely her pupil being a pillar of the American Ballet. 

In the Diaghileff Ballet they existed too, but in heavy dis- 
guise. Sokolova (Munnings) the greatest so far of all English 
dancers considered as an artist of dramatic expression, made a 
great reputation in competition with the finest Russian dancers, 
Vera Savina (Clarke), Eleanora Marra and others added their 
share to the reputation of Russian Ballet. It was only with the 
arrival of Anton Dolin as premier danseur that the presence of 
English dancers became generally known, and then it was 
very greatly exaggerated. 


* Algeranoff and Tresahar are with de Basil, Cathleen Crofton has been 
with Markova-Dolin and many schools the world over have been started by 
former Pavlova dancers.—A. L. H. 
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127. Job, at Sadler’s Wells 
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Seraphine Astafieva was the first of the Russians to start a 
school in London. Trained at St. Petersburg, sister-in-law of 
the great Kchesinska and a member of the Diaghileff company 
she attracted considerable attention through her beauty in 
such roles as Cleopatra and the dances from Prince Igor. She was 
an inspiring teacher who did much to spread the tradition of 
Russian teaching. One of her pupils Patrick Kay had danced 
under the name of Patrikieff in the corps de ballet of The 
Sleeping Princess in 1921, three years later under the name of 
Anton Dolin he returned as the first English premier danseur of 
a Russian or for that matter of any foreign company. He was 
followed by another Astafieva pupil, Alicia Marks, who 
became Markova and who danced many important roles. 

These two may in a sense be called the last of the Anglo- 
Russian dancers, although English dancers will always appear 
in Russian companies. Their example has had an outstanding 
effect, and has given us a national self-confidence that was sadly 
lacking. 

Nicolas Legat also settled in London giving his pupils the 
pure Russian school. 

When Diaghileff died in 1929, followed by Pavlova in 
1931 English ballet had its first big chance. There was a large 
audience waiting to be satisfied, no distressing comparisons to 
be made and a number of well-trained dancers out of work. 


(ii) Reaping the Harvest 


English Ballet was born in the interim between the death of 
Diaghileff, 1929, and the arrival of de Basil, 1933. 

Three bodies and a number of individuals played their share 
in this, acting in the dark at first to supply an immediate want 
rather than to build on solid foundations for the future. 

Ballet activity was paralysed by the death of Diaghileff. 
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Dancers everywhere were waiting for a lead and the critics, 
especially in France, predicted the demise of ballet. 

In October 1929 P. J. S. Richardson, editor of the Dancing 
Times and an active organiser to whom ballet is greatly in- 
debted, and Arnold L. Haskell had a discussion*® as to the 
future of ballet which led to the invitation of a number of 
enthusiasts to a series of meetings. On Feb. 16th 1930 the 
Camargo Society} was introduced to a large gathering at 
the Metropole Hotel and its first performance was given 
at the Cambridge Theatre before a subscription audience on 
Sunday, Oct roth. 

Pomona with music by Constant Lambert and choreo- 
graphy by a young Englishman, Frederick Ashton, danced by 
an all-English company with the exception of Anna Ludmila, 
American, was favourably received. 

“It may well prove to be a historic occasion,” wrote C. B. 
Mortlock in the Daily Telegraph, the only critic to see so far 
ahead. The second production showed Frederick Ashton’s 
Facade to music by William Walton and was an immediate 
popular success. The third production with Ninette de Valois’ 
Job to music by Vaughan Williams was the greatest success of 
all and firmly established the name of the Society. 

Each one of these productions was in a different vein and 
all have survived. In June 1932 the Society held a month’s 
season at the Savoy Theatre with Spessiva and Markova as 


* This discussion took place in a restaurant called Chez Taglioni— 
A. L. H. 


{ Its General Committee was: 


Edwin Evans, chairman and musical director. 

Lydia Lopokova, choreographic director. 

Arnold Haskell, art director. 

A. H. Tysser succeeded by J. M. Keynes, Treasurer. 
Phyllis Bedells. 

P. J. S. Richardson; with M. Montagu-Nathan, Secretary. 
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130 A Setting for Apparitions, by Cecil Beaton 
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ballerinas, Anton Dolin as premier danseur and a young all- 
English company. 

The Camargo Society encountered endless difficulties 
financial and artistic. The company was elastic and had to be 
borrowed for each occasion which made continuity an im- 
possibility, and productions prepared for one or two per- 
formances alone became prohibitive in price. When the 
Society ceased its activities it had not only accomplished its 
purpose and provided the only serious ballet since the death 
of Diaghileff, it had laid the foundations of a national ballet. 
Thanks to the wizardry of J. M. Keynes it was miraculously 
out of debt. 

If I have started with the Camargo Society, it is only 
because from a publicity point of view it was the big event 
and its public was a large one. The Society had no permanent 
headquarters or company of its own, and owed its being to 
the two groups who have planted the roots of English 
Ballet. 

Marie Rambert, a pupil of Jacques Dalcroze, was attached 
to the Diaghileff Ballet to teach his methods and especially to 
help develop Nijinsky along these lines for his Sacre du 
Printemps. There she came under the influence of Cecchetti 
and became a serious student of ballet technique. 

She opened a school in London in 1920 and ten years later 
gave a first matinée at the Lyric, Hammersmith, that was far 
more than a pupil show. During the lifetime of Diaghileff it 
was obvious that the star pupils were intended for his company. 
They were Pearl Argyle, Prudence Hyman, Andrée Howard, 
Diana Gould, Maude Lloyd, Harold Turner and William 
Chappell; names that recur in every English ballet activity 
and pioneers who never assumed Russian disguises. 

Frederick Ashton started his training comparatively late 
under Leonide Massine for a time, as a pupil of Marie Ram- 
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bert’s and under Nijinska in Ida Rubinstein’s company.* He 
showed a marked aptitude for choreography, making a first 
success with Warlock’s Capriol Suite. Pavlova greatly admired 
his talent and had she lived he would have produced for her. 

In 1930 Marie Rambert and her husband Ashley Dukes 


founded The Ballet Club as a headquarters and a nursery for 
her young company which could be expanded for West End 
seasons or merged into the Camargo Society. This first build- 
ing, small as it was, gave a sense both of permanence and 
continuity and a very high Ievel of performance was main- 
tained, the only non-Rambert pupil being Alicia Markova, 
well to the fore in all three activities. The Ballet Club has 
played a role out of all proportion to its size. 

The other important figure in the birth of English Ballet is 
Ninette de Valois. Also a pupil of Cecchetti, she joined the 
Diaghileff Ballet in 1924 as a small soliste and remained for 
two years. She then left to found her own school and to pro- 
duce for the Abbey Theatre in Dublin and the Festival Theatre 
in Cambridge. The small company she gathered around her 
was an invaluable nucleus for the Camargo Society and out of 
it has arisen what is the national ballet of England, the Vic- 
Wells company, a part of the late Lilian Baylis’ remarkable 
organisation. 

The Company started with the Anglo-Russians Markova 
and Dolin who gave it a high standard of execution and wide 
publicity and when they left to form their own company has 
carried on with dancers of its own creation,f save for Pearl 


* This company which gave a few isolated performances, but which 
rehearsed sometimes as much as six months for them plays a considerable part. 

There Ashton, Lichine, Shabelevsky, Verchinina, Morosova and others had 
their first contact with Nijinska and Massine.—A. L. H. 

+ Their names must be mentioned since they are pioneers: Elizabeth Miller, 
June Brae, Pamela May, Mary Honer, Joy Newton, Gwyneth Mathews, 
Molly Brown, as well as others whom I have mentioned in the text.—A. L. H. 
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132 Ninette de Valois 


Frederick Ashton in Apparitions 
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Argyle, the first English ballerina of maturity and a pioneer. 
Frederick Ashton joined the company as choreographer and 
to-day it is truly representative of the state of the art in 
England, the first company to perform at popular prices, and 
so to complete the democratisation of ballet. 

Another pioneer has been Constant Lambert, who was 
associated with the Diaghileff company as the composer of 
Romeo and Juliet and who has been musical director of the 
Camargo Society and the Vic-Wells since the start. 

The strength of the Ballet Club and the Vic-Wells, each 
in its own field, lies not only in the co-operation that they are 
giving to one another, but in the fact that school and company 
are attached. With headquarters of their own they possess 
advantages unknown to any touring ballet. 

It is interesting to examine the pedigree of a few members 
of the Vic-Wells ballet. Margot Fonteyn its ballerina studied 
with Astafieva but mainly at the Wells, Ursula Moreton, 
dancer and assistant ballet mistress was with Diaghileff, and 
was entirely a pupil of Cecchetti’s, Robert Helpmann one 
of its leading male dancers comes from Australia where he 
came under the influence of Pavlova. There is no need to 
trace the source of the inspiration any further. English ballet 
will never deny its Russian origins. 

It is not yet possible to talk of a definite English school. 
We have seen the length of time and the combination of cir- 
cumstances that produced a Russian school. The Russian school 
is still the system aimed at by our teachers, and wisely since a 
national growth can neither be forced nor fostered by design. 
There are, however, certain well-marked tendencies in the 
dancing. The English school will not favour pure classicism 
or dancing for the sake of dancing. Its line will be the ballet 
d’action and the Anglo-Saxon forte in the dance is for charac- 
terisation and mime. The most typical and successful works 
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have been Job, The Rake’s Progress, Facade, Les Patineurs, the 
romantic Apparitions, Horoscope, and Wedding Bouquet, with 
the exception of Apparitions and Les Patineurs all by English 
composers. No company could have performed these works 
better, but in the classics and Fokine revivals while the execu- 
tion has been neat, excellent even in patches, it cannot yet be 
compared with its creators at their best. It lacks the brilliance 
and finish even if step by step it might be more accurate. 

Apart from these active organisations there are many dance 
studios and associations performing more or less useful work. 
Their tendency, however, there are eight or ten obvious 
exceptions, is more commercial than artistic. They are for the 
most part training teachers to teach girls to become teachers, 
instead of typists or shopgirls, and while they ensure a certain 
average they are too far outside the great tradition to play 
any large role. Ballet, it is worth repeating again, is very 
strictly a family affair. Our own very young ballet is as I 
have shown a direct branch of the family. 

In England as in no other country it is possible to divide 
the dancing world into trade and art. The trade is a very 
flourishing one, but is altogether outside the art. The whole 
history of dancing shows that steps are only of relative im- 
portance and that it is impossible to be a great teacher of 
dancing, though it is possible to be conscientious and accurate, 
without first being an experienced, perhaps even a great dancer. 
It does not of course follow that a great dancer is of necessity 
a great teacher. 

There is at the present moment an over production of trade 
dancers as against theatre dancers, partly no doubt because 
there are not enough organisations to absorb good dancers. 
But the time may come when the trade through diluting the 
tradition swamps the art. It is now more than ever valuable 
to seek a training of tradition in the short period when the 
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135 A Scene from The Rake’s Progress, at Sadler’s Wells 





136 June Brae as the Black Queen in Checkmate, 
at Sadler’s Wells 
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Elizabeth Miller and Harold Turner in a Spanish 
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139 Pearl Argyle in Swan Lake 








140 Nargot Fonteyn in Pomona 
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147. Phyllis Bedells 





149 The Family from the South in Terminal, danced 
by the Philadelphia Ballet 
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dancers of yesterday are still the teachers of to-day, before the 
link becomes diluted or difficult to trace. 

Meanwhile it is an encouraging sign that for the first time 
a Russian company has had to look to England for a choreo- 
grapher and Frederick Ashton is to produce for de Basil. Yet 
another landmark in the long wanderings of the ballet. 


(iii) In America 


In America the contact with tradition, even from an 
audience point of view, is far more recent than in England, 
though America has preserved many of those folk dances that 
we have lost. 

From the time of the Romantic ballet many of the great 
dancers have visited America and Fanny Elssler in particular 
made a triumphant tour. But the success of Jenny Lind turned 
the attention of the public more in the direction of opera, 
and while such dancers as Genée and especially Anna Pavlova 
were known and loved, their success was personal and did not 
include a cult for ballet itself. 

The Diaghileff Ballet visited the United States on two 
occasions, but once again Nijinksy was the star attraction and 
not the art as a whole. 

However, these visits were of importance as they taught the 
Russians the way to a new country and an astonishing number 
settled there; Adolf Bolm, Theodore Kosloff, Michael Mord- 
kin, Simenov and greatest of all Michael Fokine. But America 
was not yet prepared, also it was boom time and the Russians 
settled down to make comfortable fortunes. At the famous 
Metropolitan, New York, the progress of ballet was blocked 
by an old fashioned régime. 

Ballet began to mean nothing but vaudeville and presentation 
numbers in movie houses, sometimes well arranged by Fokine, 

Q 
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Massine and others, but always in a hurry and on troupes of 
dancers trained only in mechanical sense, able mainly to turn 
without end, often unable to rise an inch from the ground. 
This damaged the names not only of the Russians but of their 
art. Ballet meant legs, high kicking, a diversion for the tired 
business men. There were admirable American dancers but 
they found no outlet and were forced to specialise in one or 
two sensational tricks for which they were very highly paid. 

Those who loved the dance followed Duncan and not 
ballet, and especially Ruth St. Denis who founded a whole 
school of American dancing of which Martha Graham and 
Doris Humphreys are notable examples. 

This was the position when de Basil brought his company 
to the St. James’s Theatre in 1933. He had to fight not only 
a natural prejudice but the scepticism of his own countrymen 
who had tried to start something themselves and failed. 

At the same time ballet enthusiasts were starting an American 
Ballet under the direction of Georges Balanchine and taught 
by Vilzak, Schollar, Vladimoff and others with the great 
tradition. The conspicuous success for five years of de Basil 
has made this movement and others into a possibility and has 
forced the Metropolitan to open its doors to the American 
Ballet. It is too early to say what the American Ballet will 
accomplish, at present it seems to have imposed a rather weary 
late Diaghileff programme on its fresh young dancers without 
a brilliant result. But it is unfair to attempt a judgment on 
its ultimate value. 

De Basil has taken nearly a dozen American dancers into 
his company under Russian names and eventually they will 
scatter and spread the influence, just as the English dancers 
with Diaghileff have done. One of them, Dorothie Littlefield 
has joined her sister Catherine Littlefield, a very talented 
choreographer, who has formed an all-American company, 
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The Philadelphia Ballet, which, though less mature, is working 
on very much the same lines as our Sadler’s Wells. 

To-day ballet has taken a firm root in America and the next 
few years will decide its exact position. If it can avail itself of 
the Russian dancers scttled there so as to have a solid ground- 
work it will prosper rapidly, for the American has an altogether 
exceptional aptitude for ballet, natural grace and more than 
her share of good looks. Where before she has concentrated 
on tricks to-day she needs a complete dance education. There 
is a wealth of material in America which can give ballet its 
indispensable national basis, other civilisations which can be 
digested and absorbed. If the wealthy American is prepared 
to help his own (the wealthy Englishman is not) progress 
should be exceptionally rapid. 


(iv) The Lesson of History 
The lesson of history and, if this sketch has any value, it 


consists of the moral that can be deduced, tells us that, if these 
national movements are to be a success, the dancer must not 
neglect a wide general education. That is also the lesson for 
the contemporary Russian Ballet. If a new school of choreo- 
graphers is to arise it can only arise from the classroom and 
the museum, from a wide and cosmopolitan atmosphere. 

Who is to succeed Massine, Nijinska, Balanchine and the 
great Fokine? 

In England the success of de Valois as choreographer and 
especially as an inspirer has been due to an exceptionally wide 
erudition. She is the only choreographer to have published a 
serious work since heroic days. Unless the dancer can acquire 
culture ballet to-morrow is due for another lean period. 
To-day it is living in a fool’s paradise, prosperous and com- 
placent, on the learning of yesterday. 
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Another lesson that is implicit in this account is that classicism 
exists through every change, through romanticism, the new 
romanticism, cubism, surrealism but that from time to time 
it needs a great mind to reassess it in terms of the present, to 
cleanse and to codify it, to take stock of the new technique 
that has arisen and to use that technique for purposes of 
dramatic expression. The history of Ballet has been the history 
of a discovery, its abuse, its assimilation. The present has need 
of the past as material for what it must express. 

Philippe Taglioni exploited romanticism, he himself and 
others used it till nothing but an empty formula remained. 
Fokine gave it new life. Nijinsky groped for a ballet outside 
romanticism, Massine found and developed the answer, abused 
it himself in an orgy of continuous and frantic movement and 
was big enough to seek the aid of tradition once again. 

Ballet lives from men such as these. Will the present genera- 


tion give birth to any? 
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Dancing on the Movies: Fred Astaire in 
A Damsel in Distress 
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PART FIVE 
Voyage into Space 


“He flics through the air with 
the greatest of ease. . . .” 
Popular Song 


So far mechanical invention has played no part in the history 
of ballet. The gramophone has come and enriched singers 
preserving their voices for future generations, the cinema has 
done something to acting, either good or bad, whichever way 
you approach it, but something very positive, so that one can 
talk of the pre- and post-film period in the drama. It has as 
yet done nothing for ballet beyond creating a few pleasing 
patterns and by far the most pleasing patterns of all have come 
from the brain of Walt Disney, the inventor of a new art form 
divorced from actuality. This may partly be due to the fact 
that ballet on the films has never been very seriously tackled. 
Nijinska’s knowledge and talent were used for A Midsummer 
Night’s Dream without any worthwhile results, perhaps, 
because she was not left a free hand, as the problem interested 
her deeply. In any case ballet on the films has been a failure 
and will be until it is entrusted to an artist of imagination, the 
name of Cocteau immediately comes to mind, in which case 
it will become an entirely new art form depending on camera 
angles and skilful editing rather than on dancing. 

Ballet straight on the screen will never have a future and 
there are grave objections to its documentary use. Both of 
these are very positive statements which need examination. 


The first is more immediately obvious. 
100 R 
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The straightforward filming of even a perfect performance 
is obviously less satisfactory than the thing itself. The thrill 
of a dancer whose lightness and elevation seem to defy the 
laws of gravity, the leap through the open window, the leap 
onto the cushion would have no meaning on the screen which 
has accustomed us to every type of magic. Imagine a film 
version even in colour of the “thriller” Scheherazade. Close-up 
effects could be added, the slaughter could be made more 
realistic, but the depth of the pattern would be lost and the 
whole thing would be shown up as the rather gruesome 
melodrama that it basically is. Where the film and dancing 
have gone hand in hand in an absolute escape from reality is 
in the films of Fred Astaire, but again the solo work and the 
duets of this great dancer are alone effective and the big con- 
certed numbers ingeniously enough arranged are a back- 
ground and a bore. The pattern of swishing skirts and hand- 
picked beauties is a poor substitute for ficsh, blood and muscle. 
Also, to the keen student of ballet the interest does not lie in 
frigid perfection but in the shades of difference that go to 
make up a series of performances. This will doubtless apply 
to the connoisseur of acting too, but ballet depends even more 
on personality than the theatre since the actor is produced in 
movement and forced to speak definite lincs, while the dancer 
though rigidly produced in movement has to rely in the long 
run on his individual understanding of the music, and mime 
in the Noverre-Fokine sense of the word can only be indicated 
and never really taught. 

The use of the film as a document, however, has been con- 
stantly hailed as a blessing. There exist very many forms of 
dance notation that come to us from the very beginnings of 
ballet. These are practicable up to a point but only in the very 
simple classical ballets with symmctrical corps de ballet design 
and obvious rhythmic cues. The more complex modern ballet 
cannot possibly be recorded on paper save as a rough mnemonic 
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154 Television: Tatiana Riabouchinska in 
Le Spectre de la Rose 
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for the use of the choreographer himself. To take the extreme 
cases of Choreartium or Les Présages; neither of these ballets 
has a corps de ballet at all, but a large company in which each 
member has a difficult role to interpret. Even were such a 
choreographic score a possibility it would be unwieldy on 
paper. This is where a strong argument in favour of the film 
as a recording document arises. How simple, film the ballet 
once and it exists for ever as it was during its early run! No 
more hard rehearsals trying to remember it bit by bit, no morc 
gradual changes. There it is, neatly rolled in a small tin box 
ready for the dancer in far away Buenos Aires or the dancer 
half a century away. It is amazingly simple, but too simple 
by far. This whole story has tried to show the meaning and 
strength of a living tradition. In actual practice the ballet of 
Giselle is alive nearly a hundred years after its creation because 
it has been handed down from dancer to dancer, and with 
each new cast it gains a fresh significance. Perform it as it 
originally was and the result to-day would be something 
old-fashioned, incongruous. Certainly it would provoke 
laughter. But do not let us take such an extreme case. Even 
Les Sylphides as performed at the beginning of the century 
would be most unwelcome to-day. Early photographs are a 
convincing proof of that statement. And, even if it were wel- 
come with its very remarkable original cast, it would be a 
caricature when imitated by the dancers of to-day. A film 
record could preserve Les Présages so that Mlle X. and 
Monsieur Y. could give an admirable imitation in fifty years’ 
time of Baronova and Lichine to-day but in that event the 
tradition of ballet, which has been a living force since the time 
of Louis XIV would be a dead thing, killed by the very 
permanence and positive nature of the record, killed beyond 
all hope. To-day in spite of fond and imaginative mothers we 
do not wish to see second Pavlovas, we are interested in seeing 
new dancers who express their own minds and bodies and 
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consequently something of their own times, yes, even in the 
classic works of yesterday, for that alone can keep the classics 
alive. Pavlova as the echo of Grahn in Giselle could not have 
moved the world 

The only practical use I can see for the film in ballet is as 
a purely legal proof of copyright. To be taken and then locked 
away till produced for the edification of judge and jury in one 
of those innumerable disputes that are a feature of Russian 
Ballet and by now almost a tradition in themselves. 

It is another matter altogether with television, the showing 
of an actual thing at the moment it is happening. 

The ballet was intcrested in the new medium as early as 
1933, the old thirty line days, when looking for ten minutes 
and taking what one saw on faith resulted in little but an 
hour’s sick headache. It was arranged then for a group of 
Colonel de Basil’s young dancers to be televised. This was 
without any aesthetic significance but it showed that the dancer 
believed in the future of television. Since then the invention 
has made giant strides and I have watched ballet both in and 
out of the studio in the very capable hands of D. H. Munro 
and Stephen Thomas, both of whom understand the art. It is 
still in its infancy, but unless it is fought tooth and nail by a 
short-sighted entertainment industry it will make still more 
rapid advances in size, definition and available distance. Even 
if it is opposed, it will win and help the entertainment industry 
in spite of itself, just as broadcasting has undoubtedly done. 

Its help to ballet lies in very many directions. It can popu- 
Jarise ballet just as the wireless has popularised concert music 
and variety, and more important still it can subsidise ballet, 
a corporation fulfilling the role of Louis XIV and the Empress 
Anne, just as the radio subsidises orchestras and concerts to-day. 
The fact that one is watching actuality is all important here, 
and not only from the purely psychological point of view. 
Added to this the camera can perform an endless variety of 


VOYAGE INTO SPACE 113 


“tricks”, and “‘tricks” is the wrong word. I have used it here 
so as to contradict it immediately and bring out my meaning. 
The “‘tricks’’ used in films which so astonished in The Shape 
of Things to Come and The Invisible Man have nothing to do 
with the flesh-and-blood performers, they are laboratory 
devised, altogether outside acting, but the effects produced by 
the television camera present a facet of what is actually occur- 
ring at the moment. They are as true, as if it were possible 
for the spectator to be in five places at once during the actual 
performance and select from which one he wished to watch 
at any given moment. The producer in the control room is 
in this position and selects from his five cameras the views 
that seem to him the most expressive, blending or melting 
one into the other as he sees fit. The difference is enormous. 
Although the most complicated mechanics are involved there 
is actually nothing mechanical intervening between the per- 
formance danced at that moment and the audience. The 
spectator merely becomes the richer by several pairs of eyes 
from which he can select. In the hands of the clever producer, 
and already in a very small way D. H. Munro and Stephen 
Thomas have performed wonders, this opens up endless possi- 
bilities from the straight showing of a ballet to something 
altogether fantastic but that is at the same time altogether true 
and actual. The only risk involved is that in the hands of the 
ingenious producer something that is entirely trivial may 
appear highly significant. I have seen this done and was 
amazed at the stupidity of the actual work when I saw it. 

For the future of ballet, and let there be no doubt television 
will play a very great role, the producer like the choreographer 
must digest his Noverre and concentrate not on the easy 
pattern, but on the drama and humanity of the art. In the near 
future the choreographer will have to add still another 
attribute to the formidable list prepared by Noverre, a know- 
ledge of the mysteries of the ether. 
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APPENDIX 


Skating on Thin Ice, or Buddha 
in the Frigidaire 


THE aesthetic of Noverre, Blasis and Fokine as apart from their 
pronouncements on technique pure applies to nearly every 
form of the theatre and to every form of movement considered 
as an art. 

Had the producers of a skating entertainment Rhapsody on 
Ice, presented at Covent Garden Oct. 1937, taken the trouble 
to consult these authorities they would have found much that 
was practical and that would have enabled them to show a 
group of highly trained skaters to advantage instead of giving 
them a handicap that it was impossible to overcome. Never 
did the modernity and value of their writings appear more 
vividly and these skating “ballets” showed all the faults that 
the ballet proper has rid itself of these last twenty-five years. 

The first drama was a romantic story, blend of Lac des 
Cygnes, Hansel and Gretel and all the rest. The convention was 
for the performers to be on skates. Up to a certain point well 
and good. Fokine postulates an equal partnership between the 
arts composing ballet. One of the main criticisms of the skaters 
was made on that very point. The music was so subservient 
that the tempo was allowed to be tortured to an altogether 
unbearable degree. It no longer had an existence of its own. 

Noverre postulates a relationship between movement and the 


action of the story. In this romantic ballet a skater who excels 
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at the feat and purely because he excels at the feat jumps over 
several obstacles clumsily deposited by the corps de ballet. This 
is the very divertissement cntrance in the ballet that Noverre 
fought against. It was an excellent “‘stunt” in itself and could 
have been used dramatically, but the drama it provided was 
something quite extraneous to the story and that depended 
on the fear that the skater would hurt himself and the relief 
when he came to a halt in safety. 

The second ballet offended in more and in other respects. 
The scene was laid in India. Now the convention we have 
accepted up to a point is that the performers move on skates, 
but we have only accepted this up to a point. Both Noverre 
and Fokine invoke a type of naturalism and insist that the action 
shall be plausible. Ice under the burning tropical sun may be 
acceptable to some, but what is not is an Indian crowd in 
solid boots. Whatever the action that must appear ridiculous 
and the choice of scene was so extreme that there could be no 
two opinions. It was clearly a case of skating for the sake of 
skating—and excellent much of it was. 

Movement also must fit the style of the work. It is quite im- 
possible even to approximate oriental movement on skates. 
It is difficult cnough in all conscience for the ballet dancer. 
The actual movement used, save for an occasional wriggle, 
did not attempt the impossible. The producers even treated 
us to an apache dance! 

There are certain subjects that the skater must avoid, the 
East is one. Whatever the convention one could not tolcrate 
a drama of the foreign legion on ice. 

Ballet is limited as we have shown in what it can express, 
skating is perhaps more limited, but there is no reason at all 
why with its grace of movement it should not become a 
theatre art. It has its subjects, one can think of them easily; 
the Spirit of the North (or South) Pole, Xmas on the Ice 4 
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la Dickens, complete with Pickwick and Winkle, the canals 
of Holland in the manner of Breughel. Study literature and 
painting, said Noverre. Had the producers not thought of all 
the stunts available and introduced them at random into a set 
story, but composed the story first this thing could have been 
an artistic success. Thirty years ago the Maryinsky ballerinas 
always inserted a popular Russian dance in the middle of any 
ballet wherever the scene of action. They too had forgotten 
Noverre with far less excuse. 

That night at Covent Garden summarised the whole history 
of ballet, underlining its unfortunate periods and their causes 
as fortunately no ballet within recent memory has done. 
Ballet could go the same way, if it ever forgot its great 
masters. 
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THE “BRITISH HERITAGE” SERIES 
THE ENGLISH GARDEN 


By Ratpw Durron. An expertly written account of the design and develop- 
ment of English gardens from medieval times to the XIXth century. 
ee illustrated by about 120 photographs, largely specially taken 
by Witt F. Tayzor, a selection from old manuscripts, prints and plans, 
and a coloured Frontispiece. Demy 8vo, cloth. 7s. 6d. net. 


THE LAND OF WALES 


By Erunep and Perer Lewis. A Pictorial Review of Welsh Scenery and 
Life, with chapters on the Countryside, the Towns, Sport, Religion, the 
Spirit of Wales, etc. Written by a Welsh brother and sister, both of whom 
have made names for themselves in literary spheres, the book forms the 
best introduction yet issued to Wales and the Welsh. With 130 superb 
ppoieprebnic illustrations, and a colour Frontispiece. Demy 8vo, aot, 
7s. 6d. net. 


THE OLD TOWNS OF ENGLAND 


By Cirve Rousz, F.S.A. A Review of their Types and History, Features and 
Industries, including Cathedral Cities, Spas and Resorts, Market Towns, 
Scholastic and Church Centres, Sea Ports, etc. Illustrated by some 120 
fine photographs of public and private buildings, picturesque byways, aerial 
views, etc. With coloured Frontispiece. Demy 8vo, cloth. 7s. 6d. net. 


ENGLISH VILLAGE HOMES 


By Sypney R. Jongs, author of “Touring England,” etc. With a Foreword 
by Sir W. Beach Tuomas. An historical and comparative review of many 
types of Country Buildings, including the Farm, Cottage, Inn, Manor, 
Rectory, Cross, Lock-up, etc. Illustrated by some 130 fine photographs, 
man eres and drawings and a coloured Frontispiece. Demy 8vo, cloth. 
7s. 6d. net. 


THE ENGLISH CASTLE 


By HuGu Braun, F.S.A., A.R.LB.A. A review of the origin, evolution 
and vicissitudes of medieval fortresses, with accounts of military engines, 
famous sieges, etc. Illustrated by a coloured Frontispiece and some 125 fine 
photographs of general and air views, features and details of the outstand- 
ing examples in England and Wales. Demy 8vo, cloth. 7s. 6d. net. 


THE SEAS AND SHORES OF ENGLAND 


By Epmunp Vaz. An interesting account of the varied English and Welsh 
coastline, its Cliffs and Coves, Estuaries and Ports, Inlets and Harbours, 
including the Solway, the Irish Sea and St. George’s Channel, the Severn Sea, 
the Atlantic, the English Channel and the North Sea. Illustrated by 130 
photographs and a coloured Frontispiece. Demy 8vo, cloth. 7s. 6d. net. 


THE ENGLISH COUNTRY HOUSE 


By RatpH Dutron. An historical and social review, tracing design and 
evolution from the Conquest to Victorian times, including Interior Decora- 
tion and Gardens. Illustrated by 130 fine ee of Medieval, 
Elizabethan, Stuart, Georgian, Classic and Neo-Gothic examples. With 
coloured Frontispiece and numerous plans. Demy 8vo, cloth. 7s. 6d. net. 


THE ENGLISH ABBEY: Its Lire & Work IN THE MIDDLE AGES. 


By Frep H. Crossrzy, F.S.A. With a Foreword by the Rt. Hon. W. 
Ormsby-Gore, P.C., M.P. An informative review of Origins and Orders, 
the Working Staff of the Convent, the Buildings, Daily Round and Pro- 
cessions, Administration, Building Methods and Social Reactions. With 138 
illustrations from photographs of interior and exterior views, features, etc., 
a map, numerous plans, and 3 coloured plates. Demy 8vo, cloth. 7s. 6d. net. 


THE “BRITISH HERITAGE” SERIES—(continued) 


THE PARISH CHURCHES OF ENGLAND 


By the Rev. J. C. Cox, LL.D. and CHartes BRADLEY Forp. With a 
Foreword by the Very Rev. W. R. Incz, D.D., late Dean of St. Paul’s. 
With Chapters on the Life and Services, the Evolution of Plan, Structural 
Design, Fittings and Furniture, and Local Varieties of Style. Including 
135 fine photographic illustrations, also plans and drawings. With coloured 
Frontispiece. Second Edition. Demy 8vo, cloth. 7s. 6d. net. 


THE CATHEDRALS OF ENGLAND 


By Harry Barsrorp, Hon. A.R.I.B.A., and CHarzes Fry, with a Fore- 
word by HuGH Watpotz. With an Introduction, followed by a description 
of each cathedral, its situation, history and architecture. Including 133 
Illustrations from new photographs, a superb series, far in advance of 
anything yet produced, a colour Frontispiece, a complete series of uniform 
Scale Plans, Glossary, and 30 Line Sketches. Third edition, revised. Demy 
8vo, cloth. 7s. 6d. net. 


ENGLISH VILLAGES AND HAMLETS 


By the Hon. Humpyrey Paxrcron, F.R.I.B.A., with a Foreword by 
E. V. Knox (‘‘Evoe’’), Editor of Punch. A popular Pictorial Survey in 
130 Photographic Illustrations of unspoilt varied examples from some 
30 English counties, in stone, brick, plaster, half-timber and cob, including 
many unpublished Views, also Maps and 4 coloured Plates and 25 Pen 
Drawings by SypNneEy R. Jones. Second Edition, revised, with an Historical 
Introduction by G. M. Younc. Demy 8vo, cloth. 7s. 6d. 


THE SPIRIT OF LONDON 


By Paut CoHEN-PorTHEM™, author of “England the Unknown Isle.” A 
series of original and brightly written chapters on Through the Centuries; 
Streets and their Life; Green London; Amusements and Night Life; 
Traditional London; and other subjects, with 144 selected photographic 
illustrations of London scenes and life, including a colour Frontispiece. 
Second Edition. Demy 8vo, cloth. 7s. 6d. net. 


THE HEART OF ENGLAND 


By Ivor Brown. A Review, written with penetrating and sympathetic 
insight, on many aspects of present-day Life and Work, including Chapters 
on Seaport and Seaside; the Downs and the Moors; Country Matters; 
Markets and Mills; The Suburb; The Week-End; The Young Idea; Recrea- 
tion. With 130 photographs and a coloured Frontispiece. Demy 8vo, 
cloth. 7s. 6d. net. 


THE OLD INNS OF ENGLAND 


By A. E. RicHarpson, A.R.A., with a Foreword by Sir BE. Lurygns, R.A. 
A comprehensive survey of one of the most attractive features of English 
life. With a letterpress full of knowledge and robust humour. Illustrated 
by 130 fine photographs and 20 line drawings. Second Edition, revised. 
Demy 8vo, cloth. 7s. 6d. net. 


THE COUNTRYMAN’S ENGLAND 


By Dorotuy Hart.ey, author of “‘Here’s England.” An illustrated 
account of the various types of English country, the people and their 
occupations. Arranged under: Mountain and Moorland; Garden and 
Orchard Country; The Undulating Farmlands; Hill and Downland; Fens 
and Levels; Coast and Estuaries. With a superb series of 130 Photographic 
Wustrations, and a coloured Frontispiece. Demy 8vo, cloth. 7s. ed. net, 


4 


THE “BRITISH HERITAGE” SERIES—(continued) 


THE SPIRIT OF IRELAND 


By Lynn Doyzz. A bright, witty yet informative review of Dublin, the 
South-East Cornet, Grasslands and County Towns, Cork and Kerry, 
Limerick and Clare, Galway and the North-West, Derry and Antrim, 
Belfast, etc. Illustrated by 138 superb unpublished Photographs of coast 
and mountains, islands, rivers, antiquities, cottages, towns, life in fairs, 
gatherings, sport, etc., forming an unrivalled pictorial survey. With 
3 colour pictures by Pau, Henry and HumsBerr Craic, and pen drawings 
and map by Brian Cook. Second Edition. Demy 8vo, cloth. 7s. 6d. net. 


THE FACE OF SCOTLAND 


A Pictorial Review of its Scenery: Hills, Glens, Lochs, Coast, Islands 
Moors, etc., with Old Buildings, Castles, Churches, etc. Including a brief 
review of Topography, History and Characteristics. By Harry BaTsForD 
and CHARLES Fry, with a Foreword by JoHN BUCHAN (LORD TWEEDSMUIR). 
With 130 splendid photographic illustrations, a Frontispiece in colour, and 
numerous line drawings in the text. Third Edition. Demy 8vo, cloth. 
7s. Gd. net. 


THE HEART OF SCOTLAND 


By Gzeorce Bviakg, with a Foreword by Eric LINKLATER. A companion 
and complement to “‘The Face of Scotland.”’ Containing an account of the 
Land and its People, including a review of Highland Places, the True 
Lowlands, Black Country, a Tale of Four Cities, the Kirk and the People, 
the Fireside Clime, Sport, Institutions, Legends and Realities. Containing 
130 superb Photographic Ilustrations of Scenery and Life, Mountains 
Cities, Towns, Sport, etc. With a coloured Frontispiece by KerrH HENDER- 
SON, numerous drawings, and a map. Demy 8vo, cloth. 7s. 6d. net. 


Further volumes in the “BRITISH HERITAGE” Series to appear shortly are: 


ANCIENT ENGLAND. By Epmunp VALg. 


A survey of the Ancient Monuments under the care of H.M. Office 
of Works and other public bodies. 


THE OLD PUBLIC SCHOOLS OF ENGLAND. By JoHN RopGegrs. 
OLD ENGLISH COUNTRY LIFE. By H. E. Bares. 
OLD ENGLISH CUSTOMS AND CEREMONIES. By E. Drake- 


CARNELL. 
Price 7s. 6d. net each. 


THE COLOURED COUNTIES 


By CHarves BraD.Ley Foro. This volume, which is a revelation in illus- 
trated book production, is the first work on the landscape of England to 
be illustrated solely by means of colour photography. There are 92 brilliant 
illustrations reproduced from Dufaycolor originals, and in these all the 
subtle nuances of the English landscape can for the first time,be appreciated. 
Mr. Ford’s vivid text presents an interesting and well-informed review 
of the beauties and antiquitics of The Coloured Counties. Demy 8vo, 
cloth. With coloured jacket. 8s. 6d. net. 
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THE “FACE OF BRITAIN” SERIES 


COTSWOLD COUNTRY 


_]. Massincuam. A vivid, first-hand account of Lrsesrona Encianp, 
eh he Dorset Coast to Lincolnshire. Illustrated by 132 photographs, 
a map, a number of line drawings in the text and a colour Fronuspiece. 


Demy 8vo, cloth, 7s. 6d. net. 


NORTH COUNTRY ee ere ere 
MUND Vas. A Pictorial Survey of Northumberland, Durham, 
Coakeaad. Westmorland, Lancashire and Yorkshire, rural and industrial, 
with an account of its life in town and country, ranging from the remote 
sheep-farming of the Pennines to the coal, steel and textile activities of 
the great manufacturing areas. A chapter on “No Man's Land”’ deals 
acutely with the problem of the Distressed Areas, while about 130 illustra- 
tions reveal every aspect of Northern life and scenery. With a Frontispiece 

in colour. Demy 8vo, cloth. 7s. 6d. net. 


THE FACE OF IRELAND 


By Micwag. Froyp. A vivid and human survey of Irish Scenery and Life. 
Splendidly illustrated by over 130 Photographs, for the most part specially 
taken by Witt F. Taytor. After a general Introduction, the country is 
treated under five broad divisions: Dublin, Wicklow and the South-East, 
Kerry and the South-West, Connemara and the Mid-West, Donegal and 
the North-East, the Six Counties, Central Ireland. The illustrations form, 
perhaps, the finest series ever devoted to their subject. Mr. Paut Henry 
contributes a colour Frontispiece. Demy 8vo, cloth. 7s. 6d. net. 


THE HIGHLANDS OF SCOTLAND 


By HuGuH QuiGuizy. A graphic account of the Cairngorms, the Lower 
Grampians, the Far North-West, the West Coast, the Inner and Outer 
Hebrides and the Glencoe district. IJustrated by some 130 fine Photographs 
of mountains, lochs, seascapes, rivers, glens, woods, etc., by Rospert M. 
ApaM. With coloured Frontispiece by W. DouGitas McLeop, Maps, etc. 
Demy 8vo, cloth. 7s. 6d. net. 


ENGLISH DOWNLAND 


By H. J. Massrincuam, Author of “Wold Without End,” “Downland 
Man,”’ etc. A comprehensive review of the features, distinctive character- 
istics, antiquities, villages, etc., of the Chalk Country in England, including 
the Wiltshire Mass, the Berkshire Ridges, the Chilterns, the North and 
South Downs, etc. Illustrated by 130 fine photographs of general views, 
hill-scenes, panoramas, farms and fieldwork, cottages and churches, barrows, 
cromlechs, etc. With a Frontispiece in colour. Demy 8vo, cloth. 7s. 6d. net. 


Forthcoming additions to the “FACE OF BRITAIN” Series include: 
THE ISLANDS OF SCOTLAND. By H. M’D1armip. 
THE WELSH BORDER COUNTRY. By P. T. Jongs. 7s. 6d. net each. 


THE ISLANDS OF IRELAND 


By THomas H. Mason. A racy, first-hand account, in text and pictures of 
their scenery, peoples, antiquities and primitive life, illustrated by some 
140 reproductions of serially taken photographs of the Arans, Blaskets, 
Tory, Clare and other islands, including prehistoric forts, Christian anti- 
quities, currachs, interiors, peasant types, etc. With a Frontispiece in colour. 
Large 8vo, cloth. 10s 6d. net. 
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THE “PILGRIMS ” LIBRARY 


THE BEAUTY OF BRITAIN 


A new composite picture of the English, Welsh and Scottish countryside, 
under 14 divisions by various writers, with an Introduction by J. B. 
PrisstLey. Including the Coast, and Wales, by EpmuND VAL; the West 
Country by Epmunp Barser; the Chalk Country by A. G. Srreet; the 
Central Midlands by Sirk W. Braco Tuomas; Scotland, Lowlands and 
Highlands, by GrorGz Biaxg; and articles by other well-known writers. 
Containing 256 pages of text, with 130 splendid photographic pictures and 
a Frontispiece in colour. Second Edition, revised. Crown 8vo, cloth. 
5S. net. 


THE LEGACY OF ENGLAND 


An Iustrated Survey of the Works of Man in the English Country: Farm, 
Village, Country House, Town, Church, Inn, Sport. With Introduction 
by EpmMuND BLUNDEN and contributions by ADRIAN BELL, C. BRADLEY 
Forp, G. M. Youne, G. A. BrrumncHam, Ivor Brown and BERNARD 
DarwWINn. 256 pages, illustrated by 130 splendid photographs of examples 
from all parts. With colour Frontispiece. Crown 8vo, cloth. 5s. net. 


NATURE IN BRITAIN 


A Pictorial Review of our native wild Fauna and Flora, including Animals, 
Birds, Fishes and Water Life, Insects, Trees and Shrubs, and Flowers. 
With Introduction by Henry Wr.iiaMson, and contributions by Francrs 
Prrr, SETON Gorpon, E. G. BouLENGER, C. Bususy, R. St. BArBE BAKER 
and R. GATHORNE-HarDy. With 120 fine photographs and colour Frontis- 
piece. Crown 8vo, cloth. 5s. net. 


WORLD NATURAL HISTORY 


By E. G. BouLtencer. Highly praised in an Introduction by H. G. WELLS, 
this book is at once the cheapest, most thorough and best illustrated work 
on its fascinating subject. Besides the 140 and more fine photographs 
there are a number of line-cuts in the 256 pages of text. Colour Fron- 
aoe by Paut Rosert, and Jacket by BrraN Cook. Demy 8vo, cloth. 
7s. 6d. net. 


SAILING AND CRUISING 


By K. AptarpD Cores. An introductory handbook, with chapters on 
A First Sail, Half-Decked Boats, A Yacht’s Gear, Coastal Navigation, A 
Short Cruise, Auxiliary Motors, etc. The illustrations include 104 photo- 
graphs, 8 pages of marine designers’ plans, numerous sketches and diagrams 
in the text, and a coloured Frontispiece and Jacket. Demy 8vo, cloth. 
7s. 6d. net. 


HUNTING ENGLAND 
By Sir Witi1aM BeacH Tuomas, author of “Village England,” etc. A 
survey of the sport and its chief grounds. With accounts of every leading 
pack and the country over which it hunts. IJustrated by 10 plates in colour 
(some double) from old paintings and prints by renowned artists, and over 
100 subjects from photographs. Demy 8vo, cloth. 7s. 6d. net. 


FARMING ENGLAND 

By A. G. Streer. An illustrated survey of the regions, methods and 
problems of English agriculture, by an author who is himself a successful 
farmer. With chapters on The Warm and Wet South-West, London’s 
Back-Garden, The Marches of Wales, East Anglia, etc. Iustrated by 
134 photographs of farming people and farming methods in every part 
of England. With coloured Frontispiece and Jacket. Demy 8vo, cloth. 
7s. 6d. net. 


In Preparation: 


RACING ENGLAND _ By Patrick CHALMERs. 
7 


MOVIES FOR THE MILLIONS, . . . 
By Grrarrt Stipes. “An account of motion pictures in America and 
elsew here, with a Foreword by Charlie Chaplin, and Mickey Mouse colour 
Frontispiece from an original specially drawn by Watt Disney. The 
132 photographic illustrations present a miniature muscum of the history 
of the industry and of the tilms it has produced. Demy 8vo, cloth. 7s. 6d. 
net. 


CIRCUS PARADE 


By Joun S. Crarxe, Ex-Lion Tamer. <A graphic first-hand survey and 

ictorial review of its fascination and thrills as seen in the acts and per- 
borers with some account of the history of its past. Illustrated by some 
120 vivid Photographs and Old Prints, and a Frontispiece in colour. Demy 
8vo, cloth, with decorative photographic jacket. 7s. 6d. net. 


MOTOR RACING AND RECORD BREAKING 

By the well-known Record-holding Racer, Caprarn G. E. Eysron, Author 
a “Flat Out,” etc., and BARRE Lynpon, Author of “Circuit Dust,”’ etc. An 
historical account of achievements and thrills in many countries, and the 
influence of racing on car design. With 110 vivid Photographic Illustrations 
of track and road racing in Europe and America, hill-climbing, risks 
and personalities, etc. Including a colour Frontispiece. Demy 8vo. 7s. 6d. 
net. 


THE WAR OF THE GUNS 

Experiences of a Battery Signaller on the Climax of the Western Front, 
1917-19. By AuBreEy Wave. With an Introduction by Ep>mMunNp BLUNDEN, 
Author of “Undertones of War,” etc. A graphic and vividly written first- 
hand account of the last desperate fighting round Ypres, Messines, Passchen- 
daele, the Cambrai front, the German break-through, Villers-Bretonneux, 
and the final advance. Illustrated by some 120 fine photographs, English 
and German, of trench fighting, artillery work, etc. With a coloured 
Frontispiece by Str WiLt1am OrpEN, R.A. Demy 8vo. 7s. 6d. net. 


ROYAL PROGRESS: Ongz HunNpbrepD YEARS oF BRITISH 


MONARCHY, 1837-1937 
By Hecror Bo.iruo. A fascinating account of the domestic history of the 
British Royal Family from the accession of Queen Victoria in 1837 to the 
Coronation of George VI in 1937. Profusely illustrated from old paintin 
and prints, and old and modern photographs, together with six plates in 
colour. Demy 8vo, cloth. 7s. 6d. net. 


A Companion Volume to “The Spirit of London.” 
THE SPIRIT OF PARIS 


By Paut CoHEeNn-PortHeimm. This is one of the last works completed by the 
author befor: his lamented death. | No one had a better eye for a city than 
Paul Cohen-Portheim, and in this book he has contrived one of the most 
delightful “portraits of places’’ he attempted—one that not only describes 
the architectural background, but gives a real insight into the lives, work, 
pleasures and activities of Parisians of every type. It is delightfully illus- 
trated by over 120 Phtogoraphs. Demy 8vo, cloth. 7s. 6d. net. 
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BATSFORD’S “ART AND LIFE IN COLOUR” LIBRARY 

In two sizes: (I) Quarto (II) Small Folio. (I) comprises BEAUTY OR 
TROPICAL BUTTERFLIES; WONDERS OF THE SEA: SHELLS; 
THE SEASONS OF THE YEAR In MASTERPIECES OF FLEMISH ILLUMINA- 
TION; to be followed by TYPICAL MINERALS and ALPINE FLOWERS. 
Each contains 12 superb facsimile colour plates, reproduced regardless of 
expense, forming veritable works of art. With brief Introduction and text. 
Stiff covers, 5s. 6d. net. per volume. 
I], PAINTING OF THE FAR EAST, chiefly Chinese, with some Japanese 
examples; the LANDSCAPES OF SWITZERLAND from views of a 
century ago; and WONDERS OF THE SEA: FISH, CORALS, MEDUSAL 
SQUIDS, Etc. With bricf introductions and text. 7s. 6d. net per volume. 
These two sister series constitute an endeavour to represent some of the 
finest works of Nature and Art by the highest achievements of modern 
colour processes. No trouble or cost has been stinted to obtain most 
artistic facsimile results, which will appeal to all for their beauty and 
intrinsic interest. Copies in portfolio can be supplied for framing if wished. 
LARLY STAINI-D GLASS IN FRENCH CA'THEDRALS Extra large 
volume ros. 6d. net. The introductions on Burrerriies and SHELLS are by 
Professor JULIAN Hux vey, F.S.A. of the London Zoo; that of the volume 
on ILLUMINATION by Mr. Francis KELLy, the writer on costume; that on 
Pisn, by £. G. BouLencer, Director of the Zoological Society’s Aquarium; 
that on STAINED Grass, by Dr. G. G. Coutron, the authority on medieval 
life; and to the volume on PAINTING OF THE Far East by Mr. LaurENCE 
Binyon, the well-known authority on Oriental Art. 


THE: “ENGLISH LIFE. SERIES 


THE MEDIEVAL STYLES OF THE ENGLISH PARISH 
CHURCH 


By F. E. Howarp, joint author of “English Church Woodwork,” etc. A 
careful and informative account of the Evolution of Design, Features and 
Detail from early pre-Conquest days to the sixteenth century, including 
chapters on each Transitional Phase and on Methods of Studying a Parish 
Church. With 180 illustrations from photographs of exterior and 
interior views, etc., plans and mouldings. Large 8vo, cloth. ras. 6d. net. 


THE ENGLISH COUNTRYSIDE 


By Ernest C. Putproox. A Review of some of its Aspects, Features, 
and Attractions. With 126 Illustrations from Photographs, and a Pencil 
Frontispiece by A. E. Newcombe. Large 8vo, cloth, gilt. 10s. 6d. net. 


ENGLISH COUNTRY LIFE AND WORK 
By Ernest C. Putsroox. Containing about 200 pages on Farmers, Old and 
New— Field-Work—Cottage Folk—The Village Craftsman—Religious Life, 


etc. With about 200 illustrations from photographs. Large 8vo, cloth, gilt. 
12s. 6d. net. 


OLD ENGLISH HOUSEHOLD LIFE 
By Gertrupe JEKYLL. Consisting of 17 sections on the Fireplace, Candle. 
light, the Hearth, the Kitchen, Old Furniture, Home Industries, Cottag- 
Buildings, Mills, Churchyards, etc. With 277 illustrations from photo- 
graphs, old prints and drawings. Large 8vo, cloth, gilt. 12s. 6d. net. 
THE ENGLISH AT HOME 
A graphic pictorial record from photographs specially taken by Bi. 
BRANDT. With an Introduction by RayMonD Mortimer. Comprising 64 
hotogravure plates of typical scenes and Characters at Work and Play 
in Town and Country, including Racing, Betting, Mining, Children, rich 
and poor, Drinking, Bathing, City Life, Suburbs, a Garden Party, Tease 
high and low, Schools, Games, Sport, etc. 4to, boards, cloth back. 5s. net, 


9 


THE QUENNELLS “EVERYDAY LIFE” SERIES 


A Graphic and Popular Survey of the Efforts and Progress of tht Fiuman Race 


now completed in 4 volumes. Crown 890, cloth. 55. net each, 


lL EVERYDAY LIFE IN THE OLD STONE AGE 


II. 


III. 


IV. 


i Illustrated by Marjorie and C. H. B. QugNNgLL. Containing 
cing 7O TMiactrations. and a coloured Frontispiece, from the 
Authors’ Drawings, with a Chronological Chart. Second Edition, 5s. net. 


EVERYDAY LIFE IN THE NEW STONE, BRONZE 
AND EARLY IRON AGES 

Written and Illustrated by Maryoris and C. H. B. QUENNELL. Containing 

144 pages, with 90 original Illustrations from the Authors’ Drawings, of 

Household Life, Agriculture, Pottery, Weapons, etc., including 2 plates in 

colour, a map, and a Chronological Chart. Second Edition. 5s. net. 


EVERYDAY LIFE IN ROMAN BRITAIN 


Written and Illustrated by Marjorig and C. H. B. QUENNELL. Containing 
128 pages, with over 100 original Llustrations from the Authors’ Pen 
Drawings, of Cities and Camps, Villas, Ships, Chariots, Monuments, Cos- 
tume, Military Life, Household Objects, Pottery, etc. Including 3 Colour 
Plates, Chart, and Map of Roads. Second edition, revised. 5s. net. 


LIFE IN SAXON, VIKING AND NORMAN TIMES 


Written and Illustrated by Marjorie and C. H. B. QuUENNELL. Containing 
128 pages, with over 100 original illustrations of Ships, Cooking, Metal- 
work, Buildings, Pottery, and Iluminated MSS., including 2 coloured 
plates, Historical Chart, etc. 5s. net. 


THE Q“UENNELL “CLASSICAL SOCIAL LIFE” SERIES 


“The Quennel! books are likely to outlast some of the most imposing institutions of the 
post-war world. They are written with great scholarship and surprising lucidity. 
To speak in superlatives of this series is only justice, tor seldom is there found sucha unity 
between publisher, author, and illustrator as the Batsford books display." —G.K.'’s Weekly 


VOL I. EVERYDAY THINGS IN HOMERIC GREECE 


Written and Illustrated by Marjorie and C. H. B. QuENNELL. Presenting 
a vivid picture based on the Social Life in the Iliad and Odyssey, etc. 
IJustrated by 70 Drawings by the Authors, after Vase Paintings and their 
own restorations. With Colour Frontispiece, Photographic Illustrations, 
Map, etc. Large 8vo, cloth. 7s. 6d. net. 


VOL. 1. EVERYDAY THINGS IN ARCHAIC GREECE 


Written and Illustrated by Marjorie and C. H. B. QuennELL. An Account 
of Social Life from the close of the Trojan War to the Persian Struggle. 
Illustrated by 85 full-page and smaller Drawings by the Authors. With a 
coloured Frontispiece, a number of Photographic Illustrations, Map, etc. 
Large 8vo, cloth. 7s. 6d. net. 


VOL. Il. EVERYDAY THINGS IN CLASSICAL GREECE 


Written and Illustrated by Marjorm and C. H. B. QuENNELL. A vivid 
picture of Social Life in the Golden Age of Pericles, Socrates, Phidias, and 
Plato, 480-404 B.c. With Sections on Architecture; the Town and its 
Planning; Everyday Life; Sea Fights and Land Battles, etc. Illustrated by 
83 Drawings specially made by Authors. With coloured Frontispiece, 
Photographic Illustrations, Chart, Map, etc. Large 8vo, cloth. 8s. net. 
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THE QUENNELLS “EVERYDAY THINGS” SERIES 


“In their volumes the authors have approached history trom a new angle and in the 
process have revolutionised the teaching of it. In their hands it has become a live, vivid 
and picturesque subject, for they have breathed new life into old bones. Their methods 
are now widely and generally recognised and appreciated.”—Western Masi. 


A HISTORY OF EVERYDAY THINGS IN ENGLAND 


Written and Illustrated by Marjyoriz and C. H. B. QuENNELL. In Four 


Volumes. Medium 8vo, 8s. 6d. net each; also Vols. I and Il, and Ul and 
IV, issued each pair bound in one volume, 16s. 6d. net. 


VOL. I—EVERYDAY THINGS IN ENGLAND, 1066-1499 


With 90 Illustrations, many full-page, and 3 Plates in colour. Second 
Edition, revised and enlarged, with additional illustrations. 8/6 net. 


VOL. II—EVERYDAY THINGS IN ENGLAND, 1500-1799 


With 4 coloured plates and 111 other illustrations from the Author’s 
Drawings. Third Edition, revised and largely rewritten with many new 
illustrations. 8s. 6d. nct. 


The above 2 volumes are separately issued in parts for Schools and Class Teaching. 
Stiff paper covers. Price 35. net each. 

Part I. ENGLAND UNDER FOREIGN KINGS (1066-1199). 
Part II. THE RISE OF PARLIAMENT (1200-1399). 

Parr II]. THE HUNDRED YEARS’ WAR (1400-1499). 

Part IV. THE AGE OF ADVENTURE (1500-1599). 

Part V. THE CROWN’S BID FOR POWER (1600-1699). 

Parr VI. THE RISE OF MODERN ENGLAND (1700-1799). 


VOL. NWI—EVERYDAY THINGS IN ENGLAND, 1733-1851 


THE COMING OF THE INDUSTRIAL ERA. An Account of the 
Transition from Traditional to Modern Life and Civilization. Written and 
Illustrated by Marjoriz and C. H. B. QUENNELL. Tracing the Transforma- 
tion of Agriculture, the coming of Steam Power, the application of Inven- 
tions, Trends in Social Life in Town and Country, Costume, Building, etc. 
Illustrated by 4 Coloured Plates, 120 full-page and smaller Drawings. 
Medium 8vo, art cloth. 8s. 6d. net. 


VOL. IV.—EVERYDAY THINGS IN ENGLAND, 1852-1934 


THE AGE OF PRODUCTION. An Account of Modern Life and 
Civilisation. Written and Illustrated by Marjorisz and C. H. B. QUENNELL. 
Treating of old and new methods regarding the Farmer and Food, Buildings, 
Town Planning, Slums, Schools, Furniture, Production and Distribution, 
Public Health, Transport, Social Life in Clothes, etc. Illustrated by 4 
single and 3 double Plates in colour, 120 full-page and smaller cronies 
specially prepared by the authors, and numerous Plates from Photographs 
and contemporary Prints. Medium 8vo, art cloth. 8s. 6d, net. 


THE GOOD NEW DAYS 


Things that Boys and Girls Should Know. By Maryjorigz and C. H. B. 
QUENNELL. Demy 8vo, with coloured jacket. 6s. net. 

A Series of bright informative talks about the fundamental factors of 
English Citizenship, present-day conditions and problems, and sae pay 
comparisons with the past, in Agriculture, Towns and Suburbs, Trade an 
Finance, Production, Legislation, Leisure, Taxation, National Debt and 
Imprisonment, Armaments, etc., With historical summaries. Illustrated 
by numerous plans, diagrams, old prints and up-to-date photographs. 
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THE “PEOPLE’S LIFE AND WORK” SERIES 


LIFE AND WORK OF THE ENGLISH PEOPLE THROUGH 
THE CENTURIES 


A Pictorial Record from Contemporary Sources. By DororHy Harter 
and MarGarer M. Exxiot, B.A. (Lond.). Each volume is devoted toa 
century and contains about 150 pictures on 48 Plates, of Household Life, 
Industries, Building, Farming, Warfare, Transport, Children, Church Life, 
Gardens, etc With an Introduction, Descriptive Notes, Chart, Analytical 
Index, Music, etc. Large (royal) 8vo, boards, lettered, or in portfolio 
with flaps, 3s. net, or in cloth, 3s. 6d. net per volume. 


The Series has now been completed as follows: 


I. SAXON TIMES TO 1300 IV. THE SIXTEENTH CENTURY 
II. THE FOURTEENTH CENTURY V. THE SEVENTEENTH CENTURY 
I. THE FIFTEENTH CENTURY VI. THE EIGHTEENTH CENTURY 


Volumes I and II (Early Middle Ages), III and IV (Later Middle Ages), 
and V and VI (Renaissance) are also issued bound together in cloth to 
form 3 vols., 6s. net each; and Volumes I, II and III (Middle Ages), and 
IV, V and VI (Renaissance) are also bound in cloth to form 2 vols., at 
9s. net each. 


THE “ESSENTIALS OF LIFE” SERIES 


By Lieut.-Colonel F. S. Brereton, C.B.E. Bright, informative reviews of 
the Indispensable Things of Human Life. Each with 80 pages of text, and 
about 100 Illustrations in Line and Half-tone from Photographs, Drawings, 
Old Prints, etc., of Old and Modern Developments. Large crown 8vo, 
cloth. Cheaper reissue. 28. 6d. net each. 

CLOTHING: An Account of its Types and Manufacture. Contents: 
Materials — Spinning — Weaving — The Sewing Machine— A Morden 
Factory—Furs and Rubber—Leather and Tanning—Boots—Hats—Glove- 
making—Dyeing and Cleaning—Pins—Needles—Buttons, etc. 

TRAVEL: An Account of its Methods in Past and Present. Contents: 
Early Roads and Trading Routes—Coaching—The Steam Engine— 
Steamships and Railways—The Bicycle—The Petrol Engine—Air Travel] 
—Postman—Wire or Wireless. With Illustrations of Coaches, Engines, 
Balloons, Aircraft, Ships, Steamers, etc. 


ENGLAND IN TUDOR TIMES 


An Account of its Social Life and Industries. By L. F. Satzman, M.A. 
F.S.A. With 138 payes of text, 64 full-page plates and numerous illustra. 
tions in the text. Demy 8vo, cloth. 5s. 


TOURING LONDON 


By W. TEIGNMOUTH SHORE. With an introduction by the Rt. Hon. John 
Burns, P.C. A Series of 4 Tours, covering the chief parts of Inner London, 
illustrated by 28 photographs, drawings and sketches, also a map of the 
City. Crown 8vo, cloth. 2s. 6d. net. 


TOURING ENGLAND BY ROAD AND BY-WAY 


A Popular Illustrated Guide, in a new form, to the Beauties of Rural 
England. By Sypnzy R. Jones. Comprising 20 Typical Tours under Five 
Divisions, with General Introduction and complete Map, Introduction to 
each District and specially drawn simplified Route Map of each Tour, which 
is described in detail, with finger-post reference to features, and buildings of 
Intetest. Illustrated by 54 dawinge and 50 photographs. Crown 8vo. 
58. net. 


MASKS OF THE WORLD 


A ComMpPREHENSIVE, COMPARATIVE SURVEY OF THE PRODUCTIONS OF MANY 
PEOPLES AND PERIops. By JoseF GreGor, Director of the Theatrical Art 
Section, National Library, Vienna. With an Historical and Cultural Intro- 
duction and 255 Illustrations finely reproduced in collotype from specially 
taken Photographs, including 15 subjects in full colour. Comprising 
striking examples, with some complete robes, from primitive tribes in 
North and South America, Africa; the Far East; Ancient Greece and 
Rome; Renaissance France and Italy; and Modernist designers. Edition 
limited to 200 English copies. Small folio. Art linen, gilt. £6 6s. net. 


MEDIEVAL COSTUME AND LIFE 


An Historic and Practical Review. By Dororny Harrier. Containing 
22 full-page Plates from Photographs of living Male and Female Figures 
in specially made Costumes from Medieval MSS., 20 Plates in Line from 
the Author’s Drawings of practical Construction, Detail, Sketches, etc., 
and qo Plates of some 200 Reproductions from Contemporary Manuscripts 
of scenes of Medieval life and work. Large royal 8vo, cloth. 12s. net. 


A SHORT HISTORY OF COSTUME AND ARMOUR, 
CHIEFLY IN ENGLAND, 1066-1800 


By F. M. Keviy and RANDOLPH ScHwasg, Principal of the Slade School 
of Fine Art. Royal 8vo, cloth, gilt. 25s. net. Or in 2 volumes: 


I. THE MIDDLE AGES, 1066-1485. With Sections on Civilian Dress, 
“Shirts,” “Shapes,” Houppelandes and Burgundian Modes Armour. 
Illustrated by 4 Plates in colours and gold, over 100 Pen Drawings and 32 
Photographic Plates. Royal 8vo, cloth, gilt. 13s. net. 


Il. THE RENAISSANCE, 1485-1800. With Sections on Puff and Slashes, 
The Spanish Trend, “Cavalier”? and French Modes, the Heyday and 
Decline of Powder, Armour, etc. Illustrated by 5 Plates (3 double) in 
colours and gold, over 100 Pen Drawings and 36 Photographic Plates of 
58 Reproductions. Royal 8vo, cloth, gilt. 13s. net. 


HISTORICAL COSTUME 


A Chronicle of Fashion in Western Europe, 1490-1790. By Francis M. 
KELLY and RANDOLPH ScHWaBE. Containing the chief characteristics of 
Dress in each century. Illustrated by some hundreds of full-page and text 
Sketches from original sources by RANDOLPH SCHWABE of typical groups, 
figures and details. Including 7 Plates specially reproduced in colour, 
and 70 Photographic reproductions of Pictures, Portraits, Scenes, etc. 
Second Edition revised and enlarged. Large royal 8vo, cloth, gilt. 25s. net. 


SCRAPBOOK 


By CECIL BEATON. A highly entertaining Farrago, containing more than 
350 photographs, paintings and drawings (reproduced in colour and 
monochrome) of ballet décors, film stars, society figures, actresses, etc., 
and a series of articles on Hollywood, The Russian Ballet, Taking Photo- 

raphs, Fashions, etc. Medium 8vo, cloth, 21s. net. De Luxe Edition, 
eae to 150 signed copies, and bound in Parchment Vellum, £3 3s. net. 


SHAKESPEARE’S “ROMEO AND JULIET” 


With designs for Costumes and Stage Settings by O_rveR Mgssg.. A 
beautiful edition of this famous tragedy, decoratively printed, containing 
96 pages of text, 8 colour and 32 monochrome collotype Plates of the designs 
specially made for the Metro-Goldwyn-Mayer Film Production. Special 
lumited edition. Demy 4to, decorative cloth and colour jacket. 218. net. 
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A HISTORY OF ARCHITECTURE oN THE Comparative 
METHOD FOR THE STUDENT, CRAFTSMAN AND AMATEUR 


LETCHER, PP.R.I.B.A., F.S.A. Ninth Edition, com- 
aaa tag gate over 1,000 pages, with about 4,000 Illustrations 
(1,560 recently added and nearly 2,000 reproduced larger) from Photographs 
of Buildings and from specially arranged comparative Drawings of Struc- 
tures, Plans, Detail and Ornament. Royal 8vo, cloth, gilt. £2 2s. net. 


as rful storehouse of accurate information enriched by an amazing wealth of 
Arak pela ‘Author and publisher alike are to be_ cor ratulated on a remarkable 
achievement.”—The Journal of the Royal Institute of Bretss Archstects. 





BATSFORD’S “HISTORICAL ARCHITECTURE LIBRARY 
of Standard Textbooks on Classic and Renaissance Architecture 


ARCHITECTURE OF GREECE AND ROME 


By W. J. ANDERSON and R. PHENE Spiers. Now reissued in two volumes, 
obtainable separately, revised and much enlarged. Medium 8vo, cloth, 
gilt. 21s. net each volume, or {2 the two. 


I. ARCHITECTURE OF ANCIENT GREECE. Rewritten, remodelled 
and much enlarged by WILLIAM Bg_L Drnsmoor, Professor of Architecture 
at Columbia University, New York, and the American Academy at Athens. 
With over 200 Illustrations in Collotype, half-tone and line. 


II. ARCHITECTURE OF ANCIENT ROME. Revised and rewritten 
by THomas Asusy, LL.D., Late Director of the British School at Rome. 
With about 200 Illustrations in half-tone and line. 


BYZANTINE ARCHITECTURE AND DECORATION 


By J. Arnotr Hamitton, M.A., author of “The Churches of Palermo,”’ 
etc. A careful, scholarly and thorough account of the development and 
character of constructional methods and decoration, and types of extant 
buildings in Constantinople, Greece, the Balkans, Cyprus, Armenia, Italy, 
etc. With coloured Frontispiece and 120 Photographic Illustrations of 
exteriors and interiors, Constructional Diagrams, Carving, Details, etc., 
and numerous Line Drawings. Medium 8vo, cloth, gilt. 18s. net. 


ARCHITECTURE OF THE RENAISSANCE IN ITALY 


By Wiiir1am J. ANpErRSON, A.R.I.B.A. Revised and Enlarged, with an 
additional Chapter on Baroque and later work, by ArtrHuR STRATTON, 
F.S.A., F.R.I.B.A. With 80 Plates, including 16 in Collotype, and 120 
Illustrations in the text. Medium 8vo, cloth, gilt. 21s. net. 


ARCHITECTURE OF THE RENAISSANCE IN FRANCE 


By W. H. Warp, M.A., F.R.I.B.A. Revised and Enlarged by Sir Jorn 
W. Smmpson, K.B.E., PP.R.I.B.A. In two volumes, obtainable separately. 
Medium 8vo, cloth, gilt. 21s. net, each volume, or £2 for the two. 

IV. THE EARLY RENAISSANCE (1495-1640). With 259 Illustrations. 
V. THE LATER RENAISSANCE (1640-1830). With 214 Illustrations. 


The following new volume in the Historical Architecture Library will appear shortly: 
A HISTORY OF SPANISH ARCHITECTURE From tHe Ear_ist 
TIMES TO THE NINETEENTH CENTURY. By BERNARD BEvAN, M.A. Pro- 
fusely illustrated by photographs, drawings and plans. Medium 8vo, cloth. 
Price 21s. net (approx.). 
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A SHORT CRITICAL HISTORY OF ARCHITECTURE 


By H. Hearucorg SrarHam, F.R.I.B.A. Second Edition, revised and 
enlarged by G. Maxwett Aytwin, F.R.I.B.A. Containing 600 pages 
and 750 Illustrations from Photographs, Drawings, Plans, Prints, etc., 
with Chronological Charts and Glossary. Demy 8vo, cloth, gilt. 16s. net. 
Also supplied in 3 parts, cloth, gilt. 6s. net each. 

1. Architecture of Antiquity and the Classic Ages 

11, Byzantine, Romanesque and Saracenic Styles 

1. The Middle Ages and the Renaissance to Modern Times. 


‘“* Within the limits of its size and price it ig the most val 
appeared in English for those who ars is the most valuable handbook that has 


to i 9 
—The Archstect. understand the architecture of the past. 


THE STORY OF ARCHITECTURE 


From the Earliest Ages to the Present Day. By P. Lestrz WATERHOUSE, 
F.R.I.B.A. With 131 Tllustrations of the great buildings of all time from 
Photographs and Drawings, and many Diagrams in the text of Plans, 
Views and features. F’cap 8vo, boards. 6s. net. 


THE STORY OF ARCHITECTURE IN ENGLAND 


By Wacrer H. Goprrey, F.S.A., F.R.1.B.A. A popular illustrated account, 
in which the aims and methods of Architectural Design are simply explained, 
and linked up with the social life of the time. In Two Parts: I. Early and 
Medieval, to 1500, chiefly Churches; II. Renaissance, 1500-1800, chiefly 
Houses. Demy 8vo, cloth. 6s. 6d. net per part. 


I. PRE-REFORMATION, THE PERIOD OF CHURCH BUILDING 
IWustrated by 133 photographs and drawings. 6s. 6d. net. 

Il. RENAISSANCE, THE PERIOD OF HOUSE BUILDING 
Illustrated by 150 photographs and drawings. 6s. 6d. net. 


ENGLISH GOTHIC CHURCHES 


THe STORY OF THEIR ARCHITECTURE. By CHARLES W. BuDDEN, M.A. 
A simple informative account of the Planning, Design, and Details of 
Parish Churches, Cathedrals, etc., 1066-1500, including Chapters on Local 
Building, Towers, Spires, Ornaments, etc. Illustrated by 53 Plans and Line 
Diagrams, and 40 Photographic Plates of 80 Views and Details, including 
a County List of the chief Churches worth seeing. Crown 8vo, cloth, 5s. net. 


ENGLAND’S GREATER CHURCHES 


A Pictorial Record with an Introduction and Descriptive Notes by C. B. 
Nicotson. Containing roo Illustrations of general and detail views, 
exterior and interior, of Cathedrals, Abbeys, Collegiate Churches and 
Chapels, etc. Square 8vo, 4to cloth, pictorial sides. 3s. 6d. net. 


THE ENGLISH HOME FROM CHARLES I TO GEORGE IV 
By i; ALFRED Gorcu, F.S.A. A Review of the development of House 
Building, Decoration and Garden Design from Early Stuart times to the 
commencement of the XIXth Century. Containing 300 Illustrations, 

showing Decoration, Panelling, Gardens, Iron and Lead Work, Street 

Lay-outs, Shop Fronts, etc., etc. Large 8vo, cloth, gilt. 30s. net. 


THE GROWTH OF THE ENGLISH HOUSE 


A short History of its Design and Development from 1100 to 1800 A.D. 
By J. Atrrep Gorcn, F.S.A., PP.R.I.B.A. Containing 300 pages, with 
over 150 Illustrations from Photographs, and many pictures in the text 
from Measured Drawings, Sketches, Plans, and Old Prints. Second Edition, 
revised and enlarged. ge crown 8vo, cloth, gilt. 12s. 6d. net. 
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THE DOMESTIC ARCHITECTURE OF ENGLAND 
DURING THE TUDOR PERIOD 


Illustrated in a Series of Photographs and Measured Drawings of Country 
Houses, Manor Houses and Other Buildings. By THomas GARNER and 
ARTHUR STRATTON, F.R.I.B.A. Second Edition, Revised and Enlarged, 
comprising 210 Plates, mostly full-page, finely reproduced in Collotype, and 
250 pages of Historical and Descriptive Text, including 462 Illustrations 
of Additional Views, Plans, Details, etc., from photographs and drawings, 
making a total of over 800 Illustrations in all. In two volumes, small folio, 
buckram, gilt. £9 9s. net the set. (The volumes cannot be obtained 
separately but the set can be purchased by instalments.) 


THE SMALLER ENGLISH HOUSE FROM 1660-1840 


By A. E. RicHarpson, A.R.A., F.R.LB.A., and Haro_tp DOoNALDSON 
EBERLEIN, B.A. Treating of the Characteristics and Periods of Style; the 
Evolution of Plan; Materials and Craftsmanship: Roofing, Windows, 
Ironwork, Fireplaces, Staircases, Wall Treatment, Ceilings. With over 
200 illustrations from photographs and drawings. Demy 4to, cloth. 15s. net. 


THE OLD HALLS AND MANOR HOUSES OF NORTH- 
AMPTONSHIRE 
By J. Atrrep Gorcn, M.A., F.S.A., F.R.I.B.A. With full Historica 
Introduction and descriptive text, and 100 plates of some 150 illustrations 
from photographs, original drawings and old prints, comprising Interior 
and Exterior Views, Features, Plans, Details and Gardens. Crown 4to, 
cloth. 21s. net. 


THE STYLES OF ENGLISH ARCHITECTURE 


A SERIES OF COMPARATIVE WALL OR Lecture DraGrams. For Schools, 
Teachers, Students, etc. By ARTHUR STRATTON, F.S.A., F.R.IB.A. 


Series I: THE Mipp_e AGrs (Saxon Times to the Start of the Tudor 
Period). Consisting of 13 diagrams, 20in. by 30in. 13s. net on stout paper, 
of 32S. net mounted on linen. 

Series II: TH RENAISSANCE (Tudor, Elizabethan, Stuart, and Georgian 
Periods). Comprising 12 diagrams. 12s. net paper, or 30s. net mounted. 


An Introductory Handbook to each series is issued, containing reduced 
reproductions of all the plates, and an outline account of each style with 
further illustrations. Paper covers 1s. 6d. net; cloth 2s. 6d. net each. 


GEORGIAN ENGLAND (1700-1830) 


A Review of its Social Life, Arts and Industries. By Professor A. E. 
RicHARDSON, A.R.A., F.R.LB.A. Containing sections on the Social Scene, 
Navy, Army, Church, Sport, Architecture, Building Crafts, the Trades, 
Decorative Arts, Painting, Literature, Theatres, etc. Illustrated by 200 
subjects from Photographs and contemporary Prints, Engravings and 
Drawings. With 54 Line Text Illustrations, and a Colour Frontispiece. 
Medium 8vo, cloth, gilt. 21s. net. 


THE XVIIIrH CENTURY IN LONDON 


An Account of its Social Life and Arts. By E. BEresForpD CHANCELLOR. 
Containing 280 pages, with 192 illustrations from prints and contemporary 
drawings and a Frontispiece in colour. 4to, cloth, gilt. 15s. net. 


LIFE IN REGENCY AND EARLY VICTORIAN TIMES 


An Account of Social Life in the days of Brummel and D’Orsay (1800- 
1843). By E. Beresrorp CHANCELLOR. With numerous illustrations from 
rate prints and original drawings. Large 8vo, cloth, gilt. 12s, 6d. net. 
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FORM AND DESIGN IN CLASSIC ARCHITECTURE 


By ArtrHuR STRATTON, F.S.A., F.R.ILB.A. Presenting in 80 Plates from 
Measured Drawings, 600 motives of Fagades, Halls, Colonnades, Stair- 
cases, etc., selected from fine representative buildings shown in Plan, 
Elevation and Section. 4to, cloth, gilt. 28s. net. 

“This beautiful book is a most welcome addition to the library of architecture. Nothing 


could be simpler or more logical; yet it gives ue an idea of the variety, Se aren and 
beauty of this classic architecture.’”-—Journal of the Royal Institute of British Architects. 


THE ORDERS OF ARCHITECTURE 


GREEK, ROMAN, and RENAISSANCE; with examples of their historic 
APPLICATION IN ITALIAN, FRENCH, ENGLISH, and AMERICAN BuILDINGs. By 
ARTHUR STRATTON, F.S.A. With an Introduction by A. TRysTan Epwarps, 
A.R.I.B.A. Ulustrated in a series of 80 plates from specially prepared 
drawings, including a complete series of Vignola’s Orders, and rendered 
examples of French, Italian, and English buildings. With full historical 
and practica] notes. 4to, bound in cloth, gilt, or in portfolio, 21s. net; or 
in 3 parts: CLASSIC, ITALIAN, and APPLICATIONS, cloth 8s. net each. 


RENAISSANCE PALACES OF NORTHERN ITALY 


(With some Buildings of Earlier Periods). From the XIIJIth to the X VIIth 
Centuries. Edited by Prorgessor Dr. ALBRECHT Haupt, in 3 vols., each 
containing 160 full-page Plates in Collotype from specially taken Photo- 
graphs or Measured Drawings. With full text. Vol. 1, TUSCANY, 
FLORENCE, Pisa, SIENA, MONTEPULCIANO, Lucca, PisToraA, etc.; Vol. II, 
VENICE, including also VERona, MANTUA, VICENZA, and Papua; Vol. III, 
GENOA, including also BoLoGNaA, FERRARA, Mopgena, MILAn, TuRIN, 
Pavia, BERGAMO, BresciA, etc. Small folio, cloth, £2 15s. net each 
volume, or the set of 3 for £7 10s. net. 


EARLY CHURCH ART IN NORTHERN EUROPE 


With special Reference to Timber Construction and Decoration. By Professor 
Joszr StrzyGowsxk1, Author of “Origin of Christian Church Art,” etc. 
Dealing with Pre-ROMANESQUE ART OF THE CROATIANS; WOODEN ARCHI- 
TECTURE IN EASTERN Europe; HALF-TIMBER CHURCHES IN WESTERN 
Europe; THe Masr CHURCHES OF Norway; RoyaAL TOMBS IN SCANDINAVIA, 
With 190 Ilustrations. Royal 8vo, cloth, yilt. 21s. net. 


ART IN THE LIFE OF MANKIND 


A 


A Survey of its Achievements from the Earliest Times. By ALien W. 
SzABy. Planned in a series of concise volumes, each containing about 
80 pages of text, with about 70 illustrations from the author’s drawings, and 
a seties of 16 photographic plates. Crown 8vo, cloth. 5s. net per volume. 


I. A GENERAL VIEW OF ART: Irs Narurg, MEANING, PRINCIPLES 
AND ApprecraTION. IJ]. THE ART OF ANCIENT TIMES (Ecypr, 
CHALDAA, ASSYRIA, Persra, and other lands). II]. GREEK ART. IV. 
ROMAN AND BYZANTINE ART. 


These volumes are designed to serve as an Introduction to the Appreciation 
and Study of Art in general. They are simply written and fully illustrated. 


SHORT HISTORY OF ART 


From Prehistoric times to the Nineteenth Century. Translated from the 
French of Dr. ANDRE Bium. Edited and Revised by hk. R. Tariock. 
IWustrated by 128 full-page Photographic Plates, comprising about 350 
examples of the finest Painting, Sculpture, Architecture, and Decorative 
Art of Early, Classic, Byzantine, Gothic, Renaissance, and Recent Times. 
Medium 8vo, gilt. 128. 6d. net. 
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THE CHEAP COTTAGE AND SMALL HOUSE 


By Gorpon ALLEN, F.R.I.B.A. New Edition, remodelled and cnlarged, 
containing over 150 Illustrations from Drawings and Photographs of 
Cottages and their Plans, Housing Schemes, etc., from typical Designs. 
Medium 8vo, cloth. 8s. 6d. net. 


A BOOK OF BUNGALOWS AND MODERN HOMES 


A series of Typical Designs and Plans. By Ceci J. H. Keexey, F.S.1., 
A.R.San.I., Architect. Comprising 36 Designs, with large scale Plans, 
Brief Descriptions and Estimated Cost, including some two-Storey Houses, 
Frontispiece in colour, Interior Views, Photographic Plates, etc. Large 
8vo, cloth, 7s. 6d. net. 


MODERN THEATRES AND CINEMAS 


By P. Morton SHAND. A series of 80 plates giving over 100 examples of 
exteriors, interiors, foyers, vestibules, lighting, mural decoration, details, 
etc., of Theatres and Cinemas in the modern post-war style in France, 
Germany, England, Scandinavia, Italy, America, etc. Containing repro- 
ductions of the work of such architects as Margold, Kaufmann, Siclis, 
Gropius, Lipp, Ionides, Sauvage, de Soissons, Wilms, Mendelsohn, etc. 
Containing in addition numerous plans, elevations, sections in the text. 
Cr. 4to, art canvas. 15s. net. 


BRITISH ARCHITECTS OF THE PRESENT DAY 


By Prorgssor C. H. Rertty, M.A., F.R.I.B.A., late Director of the 
Liverpool School of Architecture. An Account of Twelve Typical Figures, 
their Careers and Work, including Professor Adshead, Robert Atkinson, 
Sir Herbert Baker, Sir R. Blomfield, A. J. Davis, Sir E. Guy Dawber, Clough 
Williams-El]lis, W. Curtis Green, H. V. Lanchester, Sir E. L. Lutyens, Sir 
Giles Gilbert Scott and Walter Tapper. With 130 illustrations of well- 
known buildings, and including 12 portraits. Large 8vo, cloth. 7s. 6d. net. 


ARCHITECTURAL DRAWING 


By G. Gorpon Hakxg, F.R.I.B.A., and E. H. Burron, Architects. An 
Introductory Treatise for Architects and Students on work of every type 
and in every medium. With 96 pages, 16 pages of Half-tone Illustrations 
and 90 Line Illustrations. Cheaper reissue. 8vo, cloth. 7s. 6d. net. 


GARDENS IN THE MAKING 


By Water H. Goprrzy. A simple Guide to the Planning of a Garden. 
With upwards of 70 Illustrations of Plans, Views, and various Garden 
Accessories. Crown 8vo, cloth 7s. 6d. net. 


THE ART AND CRAFT OF GARDEN MAKING 


By THomas H. Mawson, assisted by E. Prentice Mawson, Fifth Edition, 
Revised and Enlarged. Containing 440 pages, illustrated by 544 Plans, 
Sketches and Photographs, and 5 colour Plates. Including Site, Entrances, 
Gates, Avenues, Terraces, Beds, Pergolas, Treillage, Rock and Water, 
Greenhouses, etc., etc., and list of Shrubs and Trees. Small folio, buckram, 


gilt. £3 15s. net. 
SPANISH GARDENS 


By Mrs. C. M. Vitxrers-Stuart. With 6 plates in colour from the author’s 
original water-colour drawings, 80 pages of reproductions of gardens, 
statuary, cascades, garden features, etc., from photographs, and numerous 
illustrations in the text from old engravings, pen drawings, etc. Small 
royal 8vo, cloth. 25s. net. 
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THE “ENGLISH CHURCH ART” SERIES 
ENGLISH CHURCH SCREENS 


A comprehensive Review of their Evolution and Design, including Great 
Roods, Tympana and Celures in Parish Churches during Medieval and 
Renaissance Times. By AyMER VALLANCE, M.A., F.S.A., author of “‘Crosses 
and Lychgates,”’ “The Old Colleges of Oxford,” etc. Llustrated by some 
300 reproductions of typical examples, detail, carving, etc., from photo- 
graphs, measured drawings and sketches, including many no longer extant 
and a series in colour from water-colour drawings. 4to, cloth. 25s. net. 


OLD CROSSES AND LYCHGATES 


A Study of their Design and Craftsmanship. By AymEer VALLANCE, M.A., 
F.S.A. With over 200 fine Illustrations from special Photographs, Old 
Prints, and Drawings. Crown 4to, art linen. 12s. 6d. net. 


ENGLISH CHURCH WOODWORK AND FURNITURE 


A Study in Craftsmanship from a.p. 1250-1550. By B. E. Howarp and 
B, H. Crossuey, F.S.A. Illustrating, in over 480 examples from Photo- 
gtaphs, the Development of Screens, Stalls, Benches, Font-Covers, Roofs, 
Doors, Porches, etc., with details of the Carved and Painted Decoration, 
etc., etc. Crown 4to, cloth, gilt. 25s. net. 


ENGLISH CHURCH MONUMENTS, a.p. 1150-1550 


By B. H. Crosstzy, F.S.A. A survey of the work of the old English 
craftsmen in stone, marble, and alabaster. Containing over 250 pages, 
with upwards of 350 Illustrations, from special Photographs and 
Drawings. Crown 4to, cloth, gilt. 21s. net. 


ENGLISH CHURCH FITTINGS AND FURNITURE 


By the Rev. J. C. Cox, LL.D., F.S.A. A Popular Survey, treating of Church- 
yards, Bells, Fonts and Covers, Pulpits, Lecterns, Screens, Chained Books, 
Stained Glass, Organs, Plate and other features of interest. With upwards 
of 250 Illustrations from Photographs and Drawings.  8vo, cloth, gilt. 
12s. 6d. net. 


ANCIENT CHURCH CHESTS AND CHAIRS IN THE HOME 
COUNTIES ROUND GREATER LONDON 
By Frep Rog, R.I., R.B.C. A survey of the finest of these survivals of 
ancient craftsmanship by the leading authority on the subject. With 95 
illustrations, many full page, from drawings by the author and from 
photographs. Demy 4to, cloth, gilt. 12s. 6d. net. 


OLD ENGLISH FURNITURE: THE OAK PERIOD, 1550-1630 


Its Characteristics, Features, and Detail from Tudor Times t» the Regency. 
By J. T. Garsrpz. Containing 30 plates reproduced from the author’s 
drawings illustrating about 400 details of Table Legs; Bedposts; Corbels; 
Friezes; Capitals; Panels; Inlay Motives; Metal Fittings, etc. Including 
also drawings of type-pieces of the period and 20 photographic illustrations. 
With an Historical Introduction, etc. 8vo, cloth. 7s. 6d. net. 


ENGLISH INTERIORS FROM SMALLER HOUSES OF 
THE XVilrn to XIXtH CENTURIES, 1660-1820 
By M. Jourparn.  Iustratiny the simpler type of Design oe the 
Stuart, Georgian, and Regency Periods. Containing 200 pages, and 100 
Plates, comprising 200 Llustrations, from Photographs and Measured 
Drawings of Interiors, Chimney-pieces, Staircases, Doors, Ceilings, Panelling, 
Metalwork, Carving, etc. With descriptive text. 4to, cloth, gilt. 15s. net. 
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BATSFORD’S LIBRARY OF DECORATIVE ART 


In 4 volumes forming an attractive Series of remarkable scope and complete- 
ness. Each volume has an extensive series of plates, and is a complete guide 
to the work of its Period. The volumes are remarkable for the beauty and 
number of their illustrations, the simplicity and clearness of their arrange- 
ment. The complete series is published at prices amounting to £10, but is 
supplied for the present at the special price of {9 net. 


“These handsome volumes with their extremely fine and copious illustrations provide a 
full survey of English Furniture and Decoration.’’—The T+mes. 


VOL. I. DECORATION AND FURNITURE IN ENGLAND 
DURING THE EARLY RENAISSANCE, 1500-1660 


An Account of their Development and Characteristic Forms during the 
Tudor, Elizabethan and Jacobean Periods, by M. JourDAIN. Containing 
about 300 pages, and over 200 full-page Plates (with Coloured Frontispiece 
and some in Photogravure), including over 400 Illustrations, from specially 
made Photographs and Measured Drawings, and from Engravings. Folio 
(size 14 x 10% in.), cloth, gilt. £2 ros. net. 


VOL. Il. FURNITURE IN ENGLAND FROM 1066 ro 1760 


By Francis LENyGon. A Survey of the Development of its Chief Types. 
Containing 300 pages with over goo IIustrations, from special Photo- 
gtaphs, together with 5 in colour. Second Edition, revised with many 
new Illustrations. Folio (14 in. x 10% in.), cloth, gilt. {£2 10s. net. 


VOL. III. DECORATION IN ENGLAND FROM 1640 70 1770 


By Francis Lenycon. A Review of its Development and Features. Con- 
taining 300 pages with over 350 Illustrations, of which 133 are full-page, 
from special Photographs, and 4 in colour. Second Edition, Revised and 
Enlarged. Bolio (14 in. x 10$ in.), cloth, gilt. {£2 ros. net. 


VOL. IV. DECORATION AND FURNITURE IN ENGLAND 
DURING THE LATER XVIlirn CENTURY, 1760-1820 


An Account of their Development and Characteristic Forms, by M. Jour- 
DAIN. Containing about 300 pages, with over 180 full-page Plates (a selec- 
tion in Collotype), including over qoo Illustrations, from specially made 
Photographs and Measured Drawings, and from Engravings. Folio (size 
14 x 10% in.), cloth, gilt. £2 10s. net. 


OLD ENGLISH FURNITURE FOR THE SMALL 
COLLECTOR: Its History, Types AND SURROUNDINGS 


By J. P. Brake and A. E. Reverrs-Hopxins. Containing 150 pages with 
about 130 illustrations from photographs, old prints and pictures, original 
designs, Ornaments, etc. The book is planned as a handy guide to the 
simpler types of old furniture which appeal to the collector of average means. 
Med. 8vo. 12s. 6d. net. 


ENGLISH PLASTERWORK OF THE RENAISSANCE 


By M. Jourpain. Comprising over too full-page plates of Elizabethan, 
Stuart, Georgian, and Adam ceilings, freizes, overmantels, panels, orna- 
ment, detail, etc., from specially taken photographs and from measured 
drawings and sketches. Demy 4to, cloth. 15s. net. 


A HISTORY OF ENGLISH WALLPAPER 
From the Earliest Period to 1914. By ALAN Vic1orR SUGDEN and JOHN 
LupL_am Epmonpson. With 70 Plates in colour and 1go0 ILustrations, 
including many full-page Specimens of Wallpapsrs from the XVIth to the 
XXth Centuries. Large 4to, art buckram, gilt. £3 3s. net. 
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OLD PEWTER: Irs MAxKkErs AND Marks 


A Guide for Collectors, Connoisseurs, and Antiquaries. By Howarp 
HERSCHEL COTTERELL, First Vice-President of the Society of Pewter Col- 
lectors. Containing about 500 pages, with 64 Plates of zoo Specimens of 
British Pewter, dated and described, and a List of 5,000 to 6,000 Pewterers, 
with Illustrations of their Touches and Secondary Marks, Facsimile Repro- 
ductions of existing Touch-Plates, and Text Illustrations. Cheaper reissue. 
Demy 4to, cloth, gilt. £3 3s. net. 


OLD SILVER OF EUROPE AND AMERICA 


From Early Times to the XIXth Century. By E. ALFrep Jongs. A Survey 
of the Old Silver of England, America, Austria, Belgium, Canada, Czecho- 
slovakia, Denmark, France, Germany, Holland, Hungary, Ireland, Italy, 
Norway, Poland, Portugal, Russia, Scotland, Spain, Sweden, Switzerland, 
etc. With a Chapter on Spurious Plate and 96 Photogravure Plates, com- 
prising 537 subjects. Cheaper reissue. Crown 4to, art canvas, 18s. net. 


CHINESE JADE 


A COMPREHENSIVE INTRODUCTORY REVIEW FOR COLLECTORS AND STUDENTS. 
By Sranvey CuHarves Norr. With an Introduction by Srr Ceci Har- 
courT SmitH, K.C.V.O., formerly Director of the Victoria and Albert 
Museum. Dedicated by permission to Her Gracious Majesty Queen Mary. 
With a full series of illustrations of the finest products of the art of all 
periods on 40 plates in facsimile colour and 112 from photographs, including 
examples belonging to H.M. the King, H.M. Queen Mary, H.R.H. the 
Duke of Kent, and other English and Continental royal, private and public 
collections. Small 4to, cloth, gilt. £2 2s. net. 


ORIENTAL LOWESTOFT 


By J. A. Ltoyp Hype. Written with special reference to the trade with 
China and the porcelain decorated for the American market. Lavishly 
illustrated. {2 2s. net. 


ENGLISH CONVERSATION PIECES 


By SACHEVERELL SITWELL, author of “Southern Baroque,” etc. A pictorial 
Survey of Domestic Portrait Groups and their Painters during the eight- 
eenth and nineteenth centuries. With 6 Colour and 96 monochrome Plates 
illustrating the work of some 70 painters, famous and unknown, much of 
it before unpublished, and forming a vivid and attractive representation of 
contemporary social life and famous figures. With descriptive and historical 
notes. 4to, cloth, gilt. 21s. net. 


NARRATIVE PICTURES 


By SACHEVERELL SITWELL. This sister volume to the same author’s popular 
“Conversation Pieces’? makes a comprehensive study of the painting of 
anecdote and story in England during the last 200 years. The works of 
Hogarth, Gainsborough, Fuseli, Zoflany, Turner, Cotman, Rowlandson, 
Cruickshank, Tissot, Wilkie and Frith are illustrated in the 6 colour and 
over 120 monochrome illustrations. Crown 4to, cloth, gilt. 21s. net. 


FRENCH PAINTING IN THE AIXtH CENTURY 


By James Laver. Containing 12 Plates in colour and 96 in monochrome, 
with Notes on painters and pictures by MICHAEL SEviER, and a Postcript 
by ALFRED FLeCHTHEIM. Both for its scholarship and illustration this book 
should form one of the finest and most detinitive ever devoted to its great 
subject. The pictures illustrated are nearly all taken from private collections, 
either English, Continental or American. Crown 4to, Cloth, gilt. 21s. net. 


CHINESE ART 

Including an Introduction by RoGsr Frr and articles on Painting, Sculp- 
ture, Bronzes, Ceramics, Textiles, Jade, Enamels and Lacquer, etc. by 
Laurence Bivyon, OsvaAtp Siren, BERNARD RacxHam, A. F, Kenpricx 
and W. W. Winxwortn. With 23 fine full-page coloured plates, beautifully 
reproduced, of outstanding examples in public and private collections 
and including also between 70 and 80 Photographic Illustrations on ; . 
plates, and a number of line cuts in the text, with maps, marks, tables of 
dynasties, etc. Large royal 8vo, cloth. 15s. net. 


THE BURLINGTON MAGAZINE MONOGRAPHS 


NO. II.—SPANISH ART 


An Introductory Review of Architecture, Painting, Sculpture, Textiles, 
Ceramics, Woodwork, Metalwork, by RoYALL TYLER, SIR CHARLES HOLMES 
and H. IsHzrwoop Kay, Georrrey Wess, A. F. Kenprick, B. RACKHAM 
and A. VAN bg Put, BERNARD Bevan, and P. pz ARTINANO, respectively. 
With a General Introduction by R. R. TatLock, late Editor of The Burlington 
Magazine. Ulustrated by 120 large scale reproductions of Paintings, 
Decorative Art, hare etc., including 9 Plates in full colour, com- 
prising 280 pictures in all. Royal qto, cloth. 25s. net. 


NO. II.—GEORGIAN ART 


A Survey of Art in England during the reign of George ITI, 1760-1820, by 
leading authorities. The Sections comprise: Painting by J. B. MANSON; 
Architecture and Sculpture by GEOFFREY WesBB; Ceramics by BERNARD 
RACKHAM; Woodwork by OLIVER BRACKETT; Textiles by A. F. KENDRICK; 
Minor Arts by Louise GORDON-STABLES. With an Introduction by RoGER 
Fry. The Illustrations include 6 Plates in colour and 64 in half-tone, 
comprising some 100 subjects. Royal gto, cloth. 21st. net. 


THE DRAWINGS OF ANTOINE WATTEAU, 1684-1721 


By Dr. K. T. Parker, of the Ashmolean Museum, Oxford, Editor of “Old 
Master Drawings.” A full, original and critical Survey. Llustrated by 100 
Collotype Reproductions of selected characteristic Drawings from private 
and public collections, many unpublished, a Frontispiece in colour and 
16 of the master’s most important pictures. 4to, cloth, gilt. {2 2s. net. 


A HISTORY OF BRITISH WATER-COLOUR PAINTING 


By H. M. CunDALL, F.S.A. With a Foreword by Sir H. HuGHEs-STANron, 
P.R.W.S. A New and Cheaper Edition, revised and enlarged, of this 
oe standard work, with 64 full-page Illustrations in colour, and a 
full biographical list, arranged alphabetically, of the principal English 
Water-colourists. Large Mediuth 8vo, cloth. 15s. net. 


HISTORIC TEXTILE FABRICS 


By RicHarD Glazier. Containing: Materialsk—The Loom—Pattern— 
Tapestries—Dyed and Printed Fabrics—Church Vestments, etc., with 
about 1oo Plates from Photographs and from the Author’s Drawings 
including 4 in colour, and 43 Line Diagrams, illustrating over 200 varieties 
of Textile Design. Large 8vo, cloth, gilt. 21s. net. 


THE ART AND CRAFT OF OLD LACE 


In all Countries, from the X VIth to the Early XIXth Centuries. By ALFRED 
VON HENNEBERG. With an Introduction by WitHeLM PINDER. Con- 
taining a full original account of the Development of Style and an Analysis 
of Technique and Texture. Illustrated by 190 full-page plates, 8 in colour, 

iving 60 specimens from scale diagrams and 250 of the finest pieces of Old 
te. Large 4to, cloth, gilt. £3 3s. net. 
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FURNITURE FOR SMALL HOUSES 


By Percy A. We.is. Containing 56 Plates of Designs reproduced from 
Photographs and Working Drawings by the Author, together with Illustra- 
tions in the text. Cheaper reissue. Small gto, cloth, 7s. 6d. net. 


THE ART AND CRAFT OF HOME MAKING 


By Epwarp W. Grecory. Containing Practical Hints and Information on 
such subjects as Taking a House—Wallpapers—Furnishing Various Rooms 
—Pictures— Kitchen —Heating—Carpets—Curtains—Things that Get Out 
of Order, etc. Containing 224 pages, with 9 Plates in full colour of decor- 
ative schemes, numerous Photographs of Interiors, and many Sketches, 
Plans and Diagrams. Second Edition revised. Square 8vo, cloth. 7s. 6d. net. 


MODERN DECORATIVE ART 


A Series of 200 examples of Interior Decoration, Furniture, Lighting, 
Fittings, and other Ornamenta] Features. By Maurice S. R. Apams. The 
book is arranged in sections, taking in turn each type of room, and giving 
its complete furnishing. Tllustrated by 120 photographic plates and line 
drawings, with descriptive text. Demy 4to, art canvas, gilt. 8s. 6d. net. 


DESIGN IN WOODWORK 


By Percy A. WELLs, author of “Modern Cabinetwork,” etc. Illustrated 
by 25 full-page drawings comprising 150 diagrams and 47 plates from 


photographs of Mirrors, Stools, Clocks, Cabinets, Tables, Bookcases, etc. 
Demy 8vo, cloth. 6s. net. 


HANDCRAFT IN WOOD AND METAL 


A Handbook for the use of Teachers, Students, Craftsmen, and others. 
By JoHN Hooper and AtFrep J. Suiriey. With over 300 Illustrations 


from Drawings and Photographs. Fifth Edition, revised and enlarged. 
Large 8vo, cloth. tos. 6d. net. 


CRAFTWORK IN METAL 


A Practical Elementary Textbook for Teachers, Students, and Workers. 
By ALFRED . SHIRLEY. Comprising a series of progressive Lessons and 
Exercises, illustrated by numerous full-page Plates from the Author’s 
Drawings, each accompanied by detailed working directions, including 
also Practical Notes, Tables, etc. Medium 8vo, cloth. §s. net. 


BOOKCRAFTS AND BOOKBINDING. A Practical Course. 


By JouHn Mason, Teacher at Leicester College of Arts and Crafts, etc., 
Containing sections on Historical Developments, various Binding Processes, 
Lettering, Leather, Paper, etc., with some 300 illustrations from diagrams 


and photographs of operations and finished designs. Large 8vo, cloth. 
8s. 6d. net. 


WOODCRAFT: DESIGN AND PRACTICE 


By Ropney Hooper. A practical manual which gives a variety of up-to-date 
and original treatments for the design and construction of domestic furni- 
ture and woodwork. There are 100 pages of text, more than 100 sketches 
and diagrams by the Author, comprising hundreds of practical drawings, 
and 40 photographs of furniture designed by the most eminent firms and 
individuals. Super royal 8vo, cloth. 12s. 6d. net. 


PRACTICAL CRAFTWORK DESIGN 


A SERIES OF PROGRESSIVE LESSONS AND EXAMPLES IN LEATHERWORK 
GLOVE-MAKING, RAFFIA, AND FELTWoRK. By WINIFRED CLARKE, Teacher 
of Needlework and Leather at Loughborough College. With numerous 
plates in colour, half-tone and line from the author’s designs, and from 
photographs of finished objects. Royal 8vo. Half-cloth. 7s. 6d. net. 
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COLOUR: A Manuat oF rts Srupy AND PRACTICE 


By H. Barrerr Carpenter, late Headmaster of the School of Art, Roch- 
dale. A Series of 16 concise but very practical chapters, based on the 
Author’s experiments, on Harmony—Contrast—Discord—Keynotes— 
Intermingling—Effect of Lighting—Dirty Colour—Black-and-White, etc. 
Illustrated by 24 Plates (some double size), printed in colour; giving 40 
Examples of Colour Combinations, Grading, Toning, etc., including some 
new examples in colour of application in Historic Design. New and Revised 
Impression. 8Vvo, cloth, gilt. gs. net. 


A COLOUR CHART 


Issued in connection with the above book. Consisting of a circle 17 inches 
in diameter, printed in Graded Colour, showing 14 shades, Combinations 
and Contrasts. With explanatory letterpress. Folio, stout paper. 2s. 6d. net. 


ALPHABETS, OLD AND NEW 


With 224 complete Alphabets, 30 series of Numerals, many Ancient Dates, 
etc. Selected and Arranged by Lewis F. Day. With a short account of 
the Development of the Alphabet. Crown 8vo, cloth. §s. net. 


PEN PRACTICE 


By Watrer Hicoins. Chapters on Tools, Broad-pen Practice, Spacing, 
Italics, Uncials and Half-uncials, Setting out, A Cursive Hand, etc. With 
27 Plates specially drawn by the Author, giving some hundreds of Letters, 
Ornaments and Exercises, and 6 from selected Historical Examples. Second 
Edition, revised. Crown 8vo, paper covers, 1s. 6d. net; or boards 2s. 6d. net. 


THE ROMAN ALPHABET AND ITS DERIVATIVES 


A large-sized Reproduction of the Alphabet of the Trajan Column. By 
ALLEN W. Szasy. A Series of large Plates, printed from the wood blocks, 
and including typical examples of Renaissance, Gothic, and Modern Alpha- 
bets and Types. With Introduction and descriptive Notes. Medium 4to 
half-bound, or in porttolio. 4s. 6d. net. 


1o1 THINGS FOR LITTLE FOLKS TO DO 


By A. C. Hortn, Editor of ‘Educational Handcraft,” Examiner to the 
Board of Education, and author of numerous craftwork manuals. Contain- 
ing sections on paper folding, cutting and making, and making many 
amusing and useful objects, painting, etc. With 90 full page practical 
diagrams by the author and a special series of 31 plates from designs in 
colour. An unfailing source of entertainment and instruction for young 
children of both sexes. Crown 8vo, cloth. §s. net. 


tor THINGS FOR GIRLS TO DO 


By A. C. Horrn, Editor of “Educational Handwork,” etc. With practical 
sections on Stitchery, the making of decorative Household Articles in 
felt, leather, gesso, raffa, Hints on Mending, Cleaning, First-Aid, etc. 
Ilustrated by numerous Line Diagrams, Photographs of finished objects, 
etc. Crown 8vo, cloth. §s. net. 


ror THINGS FOR A BOY TO MAKE 


By A. C. HortrH. With Notes on Workshop Practice and Processes, Tools, 
Joints, and full reliable directions for making Working Models. Ilus- 
trated by numerous full-page and smaller practical Diagrams and Sketches 
s — prepared. Second Edition, revised and enlarged. Crown 8vo 
cloth. 58. net 


tor THINGS FOR THE HANDYMAN TO DO 


By A. C. Hortn. This highly useful volume has been designed for the 
use of the man who likes to do the odd jobs about the house. Like the 
other books in the series it is lavishly illustrated by hundreds of photo- 
gtaphs, sketches and diagrams. Crown 8vo, cloth. 7s. 6d. net. 
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ART IN DAILY LIFE FOR YOUNG AND OLD 


By D. D. Sawer, late Art Lecturer at the Diocesan College, Brighton. 
A companion and complement to the following work with a Foreword 
by P. H. Jowerr, A.R.C.A. A comprehensive course for Teachers, Students 
and Art Lovers; treating of the Place of Drawing, Plants and their Use, 
Figure Drawing and Drapery, Animal Drawing, Modelling Shapes and 
Figures, Casting, Clay Modelling, Object Drawing, Notes on Crafts, 
Composition, Design, applied and graphic. With ro plates in colour and 200 
illustrations in line and half-tone. Medium 8vo, cloth. ros. 6d. net. 


EVERYDAY ART AT SCHOOL AND HOME 


By D. D. Sawer. With an appreciative Foreword by Sir Michael Sadler, 
C.B., Oxford. A Practical Course based on the new Board of Education 
“Suggestions to Teachers,”’ and adaptable to Dalton Methods, containing 
graduated lessons on Design, Flower-painting, etc., with sections on 
Architectural Drawing, Lettering, Stained Glass, Leatherwork, and other 
Crafts. With 64 Plates in half-tone, from the Author’s Drawings, numerous 
full-page and smaller Line Illustrations, and 8 Plates in colour. Second 
Edition, revised and enlarged. Medium 8vo, cloth. 1os. 6d. net. 


PERSPECTIVE IN DRAWING 


A simple Introductory Account. By D. D. Sawger. With an Introduction 
by Professor ALLEN W. Skasy, late Professor of Fine Art, University of 
Reading. With Sections on Basic Principles, the Cube, Cylinder, Shadows, 
Reflections, Aerial Perspective, Colour and Drawing. Illustrated by over 
100 Diagrams and Sketches, a Frontispiece in colour, and reproductions 
from Photographs. Crown 8vo, cloth. 5s. net. 


SKETCHING AND PAINTING FOR YOUNG AND OLD 


An Elementary Practical Manual. By D. D. Sawer, with a Foreword by 
Lorp BADEN-PowELL. With chapters on: Ungathered Wealth, a Day Out, 
Materials, Practice, the First Sketch Out of Doors, Composition, Mounting 
and Framing. Illustrated by a coloured Frontispiece, 8 plates in line and 
half-tone, and 31 text illustrations from the author’s sketches, diagrams, etc. 
Crown 8vo, stiff covers, 1s. 6d. net; or quarter-cloth, 2s. net. 


LAUGHS AND SMILES and How to Draw Them. By A. A. 
Braun, author of “‘Figures, Faces and Folds” and other works. 


Containing 45 Plates, printed in tints, of numerous constructional sketches, 
building up in successive stages humorous likenesses of well-known person- 
ages. Comprising about 300 sketches, with concise text and anatomical 
diagrams. Oblong 4to, decorative boards, cloth back. 3s. 6d. net. 


FIGURES, FACES AND FOLDS 


For Fashion Artists, Dress Designers, and Art Students. By ADOLPHE 
ARMAND Braun. Containing 112 comparative Plates, giving over 300 Illus- 
trations of Costume and Drapery. Including a special series of nude and 
draped studies from models specially posed for fashion work. With 
practical text, Dress diagrams, Figure details, Anatomy analysis, etc. Cheaper 
reissue. Demy 4to, stiff paper covers, 10s. 6d. net; cloth, gilt, 12s. 6d. net. 


THE CHILD IN ART AND NATURE 


By A. A. Braun. Containing chapters on Anatomy, Development, and 
Expression, and over 300 Illustrations from Photographs and Drawings 
of child poses, expressions, the Child Figure in Art. Second Edition. 
4to, in stiff covers, ros. 6d. net; or cloth, gilt, 12s. 6d. net. 
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A MANUAL OF HISTORIC ORNAMENT 


Being an Account of the Development of Architecture and the Historic 
Arts, for the use of Students and Craftsmen. By RicHarp GLAZzIER, 
A.R.I1.B.A. Fifth Edition, revised and enlarged. Containing 700 Ilustra- 
tions, chiefly from the Author’s Pen Drawings, including many new to this 
Edition from various sources, and a special series of coloured and Photo- 
graphic Plates of Ornament of the Orient and the Renaissance. Large 8vo. 
cloth. 12s. 6d. net. 


A HANDBOOK OF ORNAMENT 


By Professor F. Sates Mryrer. With 3,000 Illustrations of the Elements and 
the Application of Decoration to Objects, e.g. Vases, Frets, Diapers, 
Consoles, Frames, Jewellery, Heraldry, etc., grouped on over 300 Plates, 
reproduced from the Author’s specially prepared Drawings. With de- 
scriptive text to each subject. Large 8vo, cloth. 15s. net. 


THE STYLES OF ORNAMENT 


From Prehistoric Times to the Middle of the XIXth Century. A Series of 
3,500 Examples Arranged in Historical Order, with descriptive text. By 
ALEXANDER SPELTZ. Revised and Edited by R. PHENE Sprers, F.S.A., 
F.R.I.B.A. Containing 560 pages, with 400 full-page Plates exhibiting 
upwards of 3,500 separate Illustrations. Large 8vo, cloth, gilt. 15s. net. 


ABSTRACT DESIGN 


A Practical Manual on the Making of Pattern. By Amor FENN, late Head 
of the Art Section, Goldsmith’s College, New Cross. A series of careful, 
informative sections on Conditions, Elements, etc. Ilustrated by about 
180 full-page Designs from the Author’s specially-prepared Drawings. 
8vo, cloth, 12s. 6d. net. 


PATTERN DESIGN 


For Students, treating in a practical way the Anatomy, Planning, and Evo- 
lution of Repeated Ornament. By Lewis F. Day. Containing about 300 
pages, and 300 practica] Illustrations from specially prepared Drawings 
and Photographs of the Principles of Repeat Design, the “‘Drop,’’ the 
“Spot” Geometrical Ornament, etc. New edition, revised and enlarged 
by AMOR Fenn, with many fresh Illustrations, including a series in colour. 
Demy 8vo, cloth, gilt. ros. 6d. net. 


NATURE AND ORNAMENT 


By Lewis F. Day. Narurg rHE RAw MArerIAL OF DESIGN, treating 
chiefly of the decorative possibilities of Plant Form, its growth, features, 
and detail. With 350 Llustrations, chiefly grouped comparatively under 
Flowers, Seed Vessels, Fruits, Berries, etc., specially drawn by Miss J. 
Foorp. New and cheaper Edition, revised, with a Chapter by Mary 
HoGartH. Demy 8vo, cloth. 5s. net. 


DRAWING, DESIGN AND CRAFTWORK 


For Teachers, Students, and Designers. By Frepx. J. Guiass. Containing 
262 pages, with some 2,000 Illustrations on 156 Plates, from Drawings by 
the Author and others, and Historic Designs: Chinese, Persian, Japanese, 
Medieval, etc. Third Edition revised and enlarged with many new Plates, 
including a special series in colour of Historic and Modern Designs. Demy 
8vo, cloth. 128. net. 
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APPLIED ART 


A Course of Study in Drawing, Painting, Design and Handicraft, arranged 
for the self-instruction of Teachers, Parents and Students. By P. J. Lemos, 
Editor of The School Arts Magazine. Containing 400 pages lavishly illustrated 
by 37 Plates in colour and 246 in line, pencil, wash and half-tone, from 
specially-prepared drawings and photographs, comprising a total of over 
3,000 illustrations. Large 8vo, cloth, gilt. 28s. net. 


THE ART TEACHER 


By P. J. Lemos, Director of the Museum of Fine Arts, Leland Stanford 
Junior University, and Editor of The School Arts Magazine. A compre- 
hensive compendium of Art Teaching Ideas, Suggestions and Methods 
based upon the practice of leading schools and colleges in the United States 
and other countries. Containing 500 pages, profusely illustrated by 68 
Plates in colour and about 1,000 illustrations in line, pencil and wash from 
the author’s specially-prepared drawings, together with photographs. 
Large 8vo, cloth. £2 net. 


MUSIC THROUGH THE DANCE 


By Everyn Porter, L.R.A.M., M.R.S.T. A handbook for teachers and 
students, showing how musical growth has been influenced by the dance 
throughout the ages. Illustrated by 22 half-tone plates and by numerous 
quotations in music. Dance Examples by Marjorre WooLNotH and a 
Greek Dance by Ruy are also included. Medium 8vo, cloth. 7s. 6d. net. 


MODELLING 


By F. J. Grass. Containing Chapters on Figure Modelling; Relief Work; 
Composition; Casting; Gelatine Moulding; etc. With a section on History 
and Ornament. Illustrated by about 30 Plates of stages and processes, 
35 Plates of Sculpture and many Line Illustrations. Royal 8vo, cloth, gilt. 
15S. net. 


THE ART AND CRAFT OF LINO CUTTING AND PRINTING 


By CiLaupbez FirGur, author of “Tinker, Tailor,” etc. With a Foreword by 
J. E. Barron. Treating of Designing, Cutting, Printing, Alterations, etc. 
With 77 Illustrations, largely full-page, including 5 in full colour, by the 
author and others, and also diagrams and prints in various stages. Tall 
8vo, decorative boards. 3s. 6d. net. 


PRACTICAL WOODCARVING 


By ELgEANOR Rowe. Third Edition, revised and enlarged, in Two Parts; 
1. EvLemMenrary WoopcarvinGc, embodying “Hints on Woodcarving.” 
With numerous Illustrations, many full-page, from Drawings and Photo- 
graphs of carving operations, examples and details. 11. ADVANCED Woop- 
CARVING. With numerous Illustrations, many full-page from Drawings and 
Photographs of historic and modern carvings. Demy 8vo, limp cloth, 
lettered, 5s. net each; or two parts in one volume, cloth, gilt, ros. net. 


SAMPLERS AND STITCHES 


A Handbook of the Embroiderer’s Art. By Mrs. ARCHIBALD CHRISTIE. 
Containing 40 full-page Reproductions from Photographs, a Frontispiece 
in colour, and 289 Text Drawings. Third Edition, revised and enlarged. 
Grown 4to, boards, canvas back. 25s. net. 


37 


MODERN DESIGN IN EMBROIDERY 


By Resecca Crompron, Examiner and Occasional Inspector in Women’s 
Crafts to the Board of Education. Edited by Davme C. Minter. A novel 
approach to the craft on modern lines. With chapters on Creative Em- 
broidery, the Value of Line, Fillings, Tone Value, Colour, etc. Illustrated 
by 4 Plates in colour, 74 Photographs of finished samplers, all specially 
designed and worked by the author, and 112 practical Line Diagrams in 
the text. Large 8vo, cloth, 8s. 6d. net. 


STITCH PATTERNS AND DESIGNS FOR EMBROIDERY 


By ANNE BRANDON-JONES. Containing 48 pages with 45 photographic 
examples on 12 Plates of simple and effective embroidery Motives, a 
Frontispiece in colour and numerous Text Illustrations of Stitches and 
Methods. Crown 4to, paper wrappers, 3s. net; or in cloth, 4s. net. 


CANVAS EMBROIDERY 


A Manual for Students and Amateurs by Louisa F. Pgesey. Containing 
48 pages of text, a coloured Frontispiece, and 14 specially prepared Plates 
showing Stitches and methods. Medium oblong 4to, paper wrappers, 
38. net; or bound in cloth, 4s. net. 


ENGLISH EMBROIDERY. I. DOUBLE-RUNNING, or 
BACK-STITCH 


By Loursa F. Presser. With coloured Frontispiece, 10 specially drawn 
Plates of 45 Working Designs, and 8 Plates from Photographs of 1o English 
and Coptic Samplers, comprising numerous Patterns and Motives. With 
Practical Text and a Preface by Erra Campseyti, Embroidery Teacher, 
Winchester School of Arts. Uniform with “Canvas Embroidery.” Large 
oblong 4to, paper wrappers, 3s. net; or boards, cloth back, 4s. net. 


ENGLISH EMBROIDERY. II. CROSS-STITCH 


By Louisa FP. Peser. With a Coloured Frontispiece, 10 specially drawn 
Plates of 32 Working Designs, etc., and 8 Plates from Photographs of 
15 typical English Samplers and Objects. Comprising 43 subjects, giving 
hundreds of Patterns and Motives. With Practical Text and a Preface by 
Professor R. GLEADOWE, late Slade Professor of Fine Arts, Oxford Univer- 
sity. Large oblong 4to, paper wrappers, 3s. net; or boards, cloth back, 4s. net. 


ILLUSTRATED STITCHERY DECORATIONS 


By Winirrep M. Criarke. Containing 19 Plates from the Author’s specially 
prepared Drawings, giving some 120 useful original Motives: Borders, 
Rosettes, Floral Elements, Patterns, Lettering and Worked Objects, such as 
Bags, Blotters, etc. Including a coloured Frontispiece, Introductory Text 
and full descriptive Notes on the Plates. Crown 4to, stiff paper wrappers, 
38. net; boards, cloth back, 4s. net. 


ART IN NEEDLEWORK 


A Book asour Emsrorpery. By Lewis F. Day and Mary Bucks. Fourth 
Edition, revised by Mary HoGartn. Including a specially worked Series 
of Stitch-Samplers, numerous supplementary Diagrams and many Plates 
of Historic Embroidery—Chinese, Medieval, Italian, French and Modern 
English. With additional Examples of Modern Work by DUNCAN GRANT, 
Mrs. Newat, Mrs. Stotu, D. Hacer, and others. Containing 280 pages, 
80 full-page Plates, reproduced from Photographs, and 50 Illustrations in 
the text. Crown 8vo, cloth. 7s. 6d. net. 
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THE “PRACTICAL DRAWING” SERIES 


COMPOSITION 


An Analysis of the Principles of Pictorial Design. By Cyrm C. Pearce, 
R.B.A. With chapters on Tone, Distribution, Gradation, Scale, Perspec- 
tive, Rhythm, Harmony and Balance of Colour, Discords. eet by 
130 Sketches and diagrams, 6 plates in colour, and 28 full-page illustrations 
from great masters. Med. 8vo. ros. 6d. net. 


ANIMAL ANATOMY AND DRAWING 


By Epwm Noszez. Illustrated by a series of Plates in facsimile of the 
Author’s Drawings of Horszs, Catriz, Docs, Birps and W1Lp ANIMALS, 
representing also Features, Details, etc. Including also numerous full-page 
and smaller line drawings of Muscles, Bones, etc. Med. 8vo. ros. 6d. net. 


PEN DRAWING 


A Practical Manual on Materials, Technique, Style, Texture, etc. By G. 
M. Exttwoop. Containing sections on History—Technique—Materials— 
Figures, Faces and Hands—Style and Methods—Landscape and Archi- 
tecture—Modern Work—Magazine Ilustration—Humorous Drawing 
Advertisements— Fashion. With 100 pages of illustrations by the chief 
pen draughtsmen of present and recent times. Med. 8vo. tos. 6d. net. 


THE ART AND PRACTICE OF SKETCHING 


A Comprehensive Treatise on the Practice of Sketching by every method. 
By Jasper SALWey, A.R.I.B.A. The Author deals successively with various 
media—Pen, Pencil, Water-colour, Oil, Wash, Crayon, Chalk, etc., and 
gives a complete account of the Technique of each. Illustrated by 64 
plates of half-tone illustration and 6 plates in colour, from the work of 
great artists. Med. 8vo. ros. 6d. net. 


THE ART OF DRAWING IN LEAD PENCIL 


By Jasper Satwey, A.R.I.B.A. A Practical Manual dealing with Materials, 
Technique, Notes and Sketching, Building up, Form and Style, Process 
Reproduction, etc. Second Edition, revised and enlarged. Containing 
232 pages with 122 reproductions of selected pencil drawings of Land 
and Seascapes, Figure-Studies, Book-Illustrations, etc. Med. 8vo. tos. 6d. 
net. 


SKETCHING IN LEAD PENCIL 


By JASPER SALwey, A.R.I.B.A. An Introduction to the same author’s “Art 
of Drawing in Lead Pencil,” but dealing entirely with sketching as differen- 
tiated from the making of finished Drawings. A practical manual for the 
Architect, Student and Artist. Containing 111 pages and 56 Illustrations, 
by well-known artists in the medium, and by the author. 7s. 6d. net. 


SKETCHING FROM NATURE 


A Practical Treatise on the Principles of Pictorial Composition. By RF. J. 
Guass. Conrents: Choice of Subject and Planning of Sketch—Tones— 
Exercise in Composition—Examples from the Old Masters. With 6 Plates 
in colour, numerous compositions from the Author’s Drawings, and a 
scties by past masters of Landscape Painting. Med. 8vo. tos. 6d. net. 


DRAWING FOR ART STUDENTS AND ILLUSTRATORS 


By ALLEN W. Sgasy. Containing 220 pages, with 133 Illustrations printed 
in Sepia, mostly full-page Plates, from Drawings by Old and Modern 
Artists. Second Edition, revised and enlarged. 8vo, cloth. ros. 6d. net. 
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ART AND UNDERSTANDING 


By Marcarer H. Buiiey (M. H. Armitage), Lecturer and Examiner on 
Art, author of “‘Art and Counterfeit,” etc. A comparative survey of the 
ideas underlying art, old and modern, pictorial and decorative, true and 
false, contrasting achievements and failures, &c. With 20 chapters on (infer 
alia) Psychology, Technique, Function, Form, etc.; full comments on 
the Illustrations; and a miniature anthology of striking quotations, prose 
and verse. Including 275 Illustrations of paintings, drawings, architecture, 
decorative objects, etc., from the work of primitive races, children, and 
masters old and new. Large 8vo, cloth. 15s. net. 


FASHION DRAWING AND DESIGN 


By Lourk BE. Cuapwick. Illustrated by numerous examples of Historic 
Fashion PJates, Explanatory Sketches by the Author, Figure Studies, and 
a series of about 80 full-page and double Plates of Contemporary Fashion 
Drawings by well-known artists. Large 8vo, cloth. 7s. 6d. net. 


LIVING SCULPTURE 


A Record of Expression in the Human Figure. By BerrramM Park and 
YvonnE Grecory. With an historical and descriptive Introduction by G. 
MonraGuzE ELLwoop. Comprising a Series of 47 full-page Studies of 
Selected Male and Female Figures with descriptive Notes. Small 4to, cloth, 
gilt. 12s. 6d. net. 


ROUND THE WORLD IN FOLK TALES 


A Regional Treatment. By RacHet M. Fieminc. 16 Tales from Iceland, 
Mexico, Africa, Australia, etc., told in a fresh, easy style. With 17 illus- 
trations from drawings and photographs. 8vo, boards 2s. net; cloth, 3s. net. 


DINNER BUILDING 


A Book of entertaining and practical instruction in the Noble Arts of 
Cooking and Eating. Written by W. TzriGNmourH SHors. With an 
Introduction by GruBeRT FRANKAU. A series of 42 bright, stimulating but 
practical Talks on such subjects as The Perfect Dinner, Sandwichery, 
Remnant Days, Cabbages and Things, incorporating hundreds of fresh 
recipes of all kinds. Cheaper reissue. F’cap 8Vvo, cloth, lettered. 2s. net. 


THE “SHELL” GUIDES TO THE COUNTIES OF 
ENGLAND 


Each containing from 50 to 60 pages, illustrated mainly by photographs, 
with map. 4to, in flexible binding. 2s. 6d. net each. 

Volumes ready include: 

CoRNWALL; DERBYSHIRE; DEVON; DorsEeT; KENT; SOMERSET; WILTSHIRE} 
BUCKINGHAMSHIRE; HAMPSHIRE; NORTHUMBERLAND and DurHAM (in one 
volume). 


BATSFORD’S PICTORIAL GUIDES TO EUROPEAN 
CITIES 


I. STOCKHOLM. 0. COPENHAGEN. II. AMSTERDAM. IV. 
HAMBURG. 

Their Layout, Highways, Byways and Waterways, Distinctive Buildings, 
Life, Work and Play, presented in a series of some 100 attractive modern 
photographs, specially taken by Geoffrey Gilbert. With Tourist information 
= full informative captions. Square 8vo, in stiff covers. 2s. 6d. net per 
volume. 
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BATSFORD’S COLLECTORS’ LIBRARY 


A Series of Handbooks written by experts, providing information 
practical value to Connoisseurs, Collectors, Designers, and Students. Each 
volume forms an ideal introduction to its subject, and is fully illustrated 
by Reproductions in Colour and from Photographs. The following volumes 
are still available. 8vo, cloth, gilt, price 6s. net each. 


OLD ENGLISH FURNITURE. By PF. Fenn and B. Wri. With 
94 Illustrations. New Impression. 

OLD PEWTER. By Matcoimm Bett. With 106 Illustrations. 

SHEFFIELD PLATE. By Berriz Wriim. With 121 Illustrations. 

FRENCH FURNITURE. By Anpbrt Sacuio. With 59 Illustrations. 

DUTCH POTTERY AND PORCELAIN. By W. P. Know tgs. With 54 
Illustrations. 

PORCELAIN. By WILtiAM Burton. With 50 full-page Plates illustrating 
87 examples from various Countries and Periods. 


ENGLISH QUILTING, OLD AND NEW 


A Concisz Review by ExizasgrH Hake. With an Historical Account 
and Practical Directions for working. Illustrated from numerous Diagrams 
of Patterns and Tools, and some 50 photographs of selected examples 
from Devon and Somerset, Wales, Durham, and abroad, and of present- 
day working. 4to boards, 5s. 6d. net; cloth, 6s. 6d. net. 


THE NEW INTERIOR DECORATION 


By Dororny Topp and RayMonp Mortimer. With over 200 Illustrations 
on 96 Plates of Interiors of every sort, Furniture, Carpets, Textiles, Light- 
ing, Wall Painting, etc., of the new school by such Architects and Artists 
as Le Corbusier, Mallet-Stevens, Gropius, Oud, Duncan Grant, Lescaze, 
etc. With descriptive text. Demy 4to, art canvas. 12s. 6d. net. 


THE R.M.S. QUEEN MARY 


A Picture Record of the great Steamship, 1930-1936. From Photographs 
by Stewarr Bate and others. With Introduction and descriptive notcs by 
Georce Brake, author of “The Shipbuilders,’’ etc. With fine views of 
construction, trials, machinery, saloons, cabins, fittings, etc. Squire 8vo, 
4to cloth, pictorial sides, 2s. 6d. net; or full leather gilt, 5s. net 


THE BOOK OF SPEED 


With 165 superb Illustrations in photogravure. Including: The Quest of 
Speed by SrepHeN Kinc-Hati; The Dawn of Flight by Col. ErHzrrTon; 
Speed in the Air by G. De HaviLanp; ‘*400 Miles an Hour!” by Plight-Lt. 
G. H. Stamrortru; Motor Record Breaking by G. E. T. Eyston; “What 
It Feels Likel”? by Sir Matcom CampBELL; Speed-Boats by H. Scorr- 
Parng; Motor-Cycle Racing by James GuTHRIg; Speed by Rail by Crcrt 
J. ALLEN The Ocean Routes by Sir A. Rostron; Speed in Warfare by 
Maj.-Gen. FuLLER. 4to, cloth. §s. net. 


SPEED ON SALT 


By Grorcs Eyston and W. F. Bravery. With a Foreword by Str MALcoLm 
CAMPBELL. A graphic first-hand review of their pioneer record-breaking 
motor-runs on the Bonneville Salt Flats, Utah, U.S.A., including the 
world’s land speed record of 300 m.p.h., and the world’s 24-hour record. 
With 132 attractive illustrations from special photographs of machines and 
men. Frontispiece in colour and coloured jacket by Brian Cook. 4to, 
cloth. 5s. net. 
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Beauty of Britain, 7 

Bevan, Spanish Architecture, 
14 

Binyon, Far East, 9 

Blake, Heart of Scotland, 5 

Blake and Hopkins, Old 
Furniture, 20 

Blum, History of Art, 17 

Bolitho, Royal Progress, 8 

Boulenger, World Natural 
History, 7 

fishes, 9 

Brandon-JjJones, 
Patterns, 28 

Brandt, English at Home, 9 

Braun, Child in Art, 25 

English Castle, 3 

—— Figures, Faces, Folds, 
25 

Laughs and Smiles, 25 

Brereton, Clothing, 12 

Travel, 12 

Brown, Heart of England, 4 

Budden, Gothic Churches, 15 

Bulley, Art and Understand- 
meg, 30 

Burton, Porcelain, 31 

Carpenter, Colour, 24 

Chadwick, Fashion Drawing, 
30 

Chalmers, Racing England, 7 

Chancellor, Etghteenth 
Century, 16 

Regency Period, 16 

Chinese Art, 22 

Christie, Samplers , 27 

Clarke, Circus Parade, 8 

Craftwork Design, 23 

Stitchery Decorations, 28 

Coben-Portheim, London, 4 

Paris, 8 

Coles, Sailing and ruising, 7 

Cotterell, Old Pewter, 21 

Coulton, Stained Glass, 9 

Cox, Church fittings, 19 





Stitch 


























and Ford, Parish 
Churches, 4 
Crompton, Embrotdery 
Design, 28 


Crossley, English Abbey, 8 
Monuments, 19 
Church Woodwork, 19 
Cundall, W ater-Colour 
Painting, 22 
Day, Alphabets, 24 
Needlework, 28 
Pattern Design, 26 
Nature and Ornament 
26 
Doyle, Spirit of Ireland, 5 
Drake-Carnell, Old English 
Customs and Ceremonies, 5 
Dutton, Country House, 3 
English Garden, 3 
Ellwood, Pen Drawing, 29 
Eyston, Motor Racing, 8 
Speed on Salt, 31 
Fenn, Abstract Design 26, 























Fenn and Wyllie, Furniture, 
31 

Fleming, Folk Tales, 30 

Fletcher, Architecture, 14 

Flight, Lino-Cutting, 27 

Floyd, Face of Ireland, 6 

Ford, The Coloured Counties, 


5 
Garner and Stratton, Tudor 
Architecture, 16 
Garside, Furniture, 19 
Georgian Art, 22 
Glass, Drawing, Design, 26 
Modelling, 27 
Sketching, 29 
Glazier, Ornament, 26 
Textiles, 22 
Godfrey, English 
tecture, 15 
Gardens, 18 
Gotch, Iinglish House, 15 
Northamptonshire 
Manor Howuses, 16 
Gregor, Masks of the World, 
13 











Archi- 








Gregory, Home Making, 23, 

Hake, Architectural Drawing 
18 

English Quilting, 31 

Hamilton, Byzantine Archi- 
tecture, 14 

Hartley, Medteval Costume, 
13 








Countryman’s England, 
4 


and Elliott, Life and 
Work, 12 
Haupt, Jtalran Palaces, 17 
Henneberg, Old Lace, 22 
Higgins, Pen Practice, 24 
Hooper, Woodcraft, 23 
and Shirley, Handcraft, 
23 
Horth, 101 Things for Boys, 
Girls, Little Folks and 
the Handyman, 24 
Howard, Partsh Church 
Styles, 9 
Huxley, Butterfites, Shells, 9 
Hyde, Oriental Lowestoft, 21 
Jekyll, Household Life, 9 
Jones, Old Silver, 21 
Touring England, 12 
Village Homes, 3 
Welsh Border, 6 
Jourdain, Decoration 
Furniture, 20 
Intertors, 19 
Plasterwork, 20 
Keeley, Bungalows, 18 
Kelly, Seasons, Illumination, 
+] 

















and 








and Schwabe, Costume, 
13 

Knowles, Dutch Pottery, 31 

Laver, French Painting, 21 

Legacy of England, 7 

Lemos, He Ueto Art, 27 

Art Teacher, 27 

Lenygon, Decoration 
Furniture, 20 

Lewis, Land of Wales, 3 

Mason, Bookcrafts, 23 

Islands of Ireland, 6 

Massingham, Cotswold 
Country, 6 

English Downland, 6 

Mawson, Garden-Making, 18 

M’Diarmid, Islands of Scot- 
land, 6 

Messel, Romeo and Juliet, 13 

Meyer, Ornament, 26 

Nature in Britain, 7 








and 








Nicolson, Greater Churches, 15 
Noble, Animal Drawing, 29 
Nott, Chinese Jade, 2) 

Hane ton, English Villages 


Park, Liv ng Sculpture, 30 
Parker, Watteau Drawings, 22 
Pearce, Composition, 29 
Pesel, Embroidery Works, 28 
Pictorial Guides, 30 
Pilgrims’ Library, 7 
Porter, Music Through the 
Dance, 27 
Pulbrook, Country Life, 9 
Countryside, 9 
Queen Mary (Steamship), 31 
Quennell, Everyday Life, 10 
Everyday Things, 11 
Good New Days, 1} 
Victorian Panorama, 8 
Quigley, Scottish Highlands, 6 
Reilly, Mod. British Archi- 
tects, 18 
Richardson, 
England, 16 
—— Smaller House, 16 
—— The Old Inns of 
England, 4 
Rodgers, Public Schools, 5 
Roe, Church Chests, 19 
Rouse, Old Towns, 3 
Rowe, Woodcarving, 27 
Sagho, French Furniture, 31 
Salwey, Lead Pencil Drawing, 


29 














Georgian 





Sketching, 29 

Salzman, Tudor England, 12 

Sawer, Everyday Art, 25 

Artin Daly Life, 25 

Perspective, 25 

Sketching, 25 

Seaby, Art of Mankind, 17 

Drawing, 29 

Roman Alphabet, 24 

Seldes, Movtes for the 
Millions, 8 

Shand, Theatres and Cinemas, 
18 

‘ Shell’ Guides, 30 

Shirley, Metalwor , 23 

Shore, Dinner Butlding, 30 

Touring London, 12 

Sitwell (S),  Comversation 
Preces, 21 

Narrative Pictures, 21 

Spantsh Art, 22 

Speed, Book of, 31 

Speltz, Sivles of Ornament, 26 

Statham, Architecture, 15 

Stratton, Classic Architecture 
17 























Orders, 17 
—— Styles of English Archi- 
tecture, 16 
Street, Farming England, 7 
Strzygowski, Church Art, 17 
Sugden, Wallpaper, 20 
Todd, Modern Decoration31 
Vale, Ancient England, 5 
North Country, 6 
Vale, Seas and Shores, 3 
Vallance, Crosses, 19 
a Church Screens, 
9 
Villiers-Stuart, Spanish 
Gardens, 18 
Wade, War of the Guns, 8 
Ward, French Architecture, 14 
Waterhouse, Story of Archi- 
tecture, 15 
Wells, Furniture, 23 
Design in Woodwork, 28 
Wyllie, Sheffield Plate, 81 














